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When creating 
an instrument of such 

concentrated power, | 
a mishap now and then 
is inevitable. 


XSDR Miniaturization Project, Korg Power Plant, 1995. 


The crater was a bit larger than we 
had anticipated. And our concrete walls 
may need a fresh coat of battleship gray. 

But in 64 simultaneous voices, we 
now declare the latest Korg Power Plant 
project to bea raging SUCCESS: 

Presenting the new Korg X5DR. 

Employing the latest miniaturization 
techniques, we found a way to put one 
of the world’s most potent instruments 
inside a sound 
module that 
only takes up a 
half rack-space. | 


Despite its 
unassuming size, the XSDR contains a 
warehouse-tfull of Korg’s most wanted 
sounds. We started with the X-Series 
ROM, then added our favorite sounds 
from the M1, 01/W, T-Series, Wave- 
station and PCM card libraries. And, 
taking advantage of its expanded 8MB 
of PCM memory, we were able to add 
100 new programs and combinations, 
as well as 128 General MIDI programs. 

That means you can play the XSDR 
like an X5DR — with its brand-new set 
of Korg-quality sounds. Or, by simply 
pressing a button, you Can access the 
X5 and 05R/W factory presets. 

And we added more. Like 64-voice 


polyphony, so you can sequence and 


Behold: music power in its most concentrated form. In a mere half rack-space, the Korg XSDR 


sports 64-voice polyphony, the sounds of the X-Series, classic Korg sounds, 47 effects and more. 


layer to your heart’s content. Plus 47 
effect algorithms that you can control 
in real time. And a built-in interface 
that allows you to connect the X5SDR 
directly to a computer. 

Not that any of this should surprise 
you, considering the X family history. 

The Korg X2 and X3 Power Music 
Workstations” have become a way of 
life on stages and in studios all over the 
world. The X5 

has made the 

sound and per- 
§ formance of 
the X family 
(minus the disk drive and sequencer) 
available at a surprisingly affordable 
price. And the X3R has packed all the 
features of the X3 keyboard into one 
very neat rack-mount module. 

Now that the Korg X5DR has been 
certified for civilian use, go hear one at 
your nearest authorized Korg dealer. 

It’s pure. It’s concentrated. And be 
forewarned: In the right hands, it can 


be absolutely explosive. 


UU 


We’re miniaturizing prices as well. The Korg X5 is pure X for less than $1100. 


AAL RG 


The power company. 


© 1995 Korg USA, 89 Frost St., Westbury, NY 11590. Korg is a registered trademark, “The power company” and Power Music Workstation are trademarks of Korg USA. 
All photography strictly supervised by trained safety professionals. No Korg Power Plant employees were harmed in the creation of this advertisement. 
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26 THOMAS DOLBY 


The evolution of modern music is reflected in Dolby’s career. 
Rock star frippery and concert excesses are already memories 
as this multifaceted composer, keyboardist, and multimedia artist 
discusses his score for The Gate to the Mind's Eye and imagines 


unprecedented adventures in interactivity just over the horizon. 


38 REMEMBERING VINTAGE RMI 


If you're planning a pilgrimage to the birthplace of digital music 
technology, head toward Macungie, Pennsylvania, where a group 
of church organists launched the revolution 25 years ago. Key- 
board visits the wizards behind Rocky Mount Instruments, and 
test-drives the classic RMI Keyboard Computer II. 


48 12 WHO COUNT: BRIAN ENO 


Ambient composition, sonic collage, synthesizer design, the 
most basic assumptions of what music is: There’s hardly an area 
in our world that Eno hasn't affected. One of the most provocative 
thinkers in modern pop assesses the state of our art and shares 


a surprising vision of its future. 


GO HOT TIPS: ROLAND’S JV SERIES 


This voyage through the architecture of the JV-80, -90, and -1000 
goes way beyond presets to explore layering and routing tech- 
niques, ways to edit sounds during live performance, and other 
applications you might have missed. 


G5 GIVEAWAY 


Win a desktop music station featuring Musicator’s Win 2.0 
integrated sequencing and notation software for Windows, a 
Mackie CR-1604 mixer, Roland’s SC-33 Sound Canvas, a Fatar 
CMS-61 keyboard controller, and plenty more hot products — 
a total value of $6,900! 


100 KEYBOARD READER POLL 


You pick the top players and products of ’94 — and the past 
20 years! 


60 HOT TIPS 
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finds redemption in his 
father’s legacy. 
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DOMINIC MILANO 


very wise man once said sane people 

do not attend conventions. At least not 

if they know better and aren’t being 
paid for it. My sanity is questioned on a regular 
basis, but as luck would have it, | do get paid 
to go to trade shows. So of late, I’ve been doing 
the computer gizmo and geegaw circuit rep- 
resenting Keyboard and InterActivity, maga- 
zines that until recently shared the same editor. 
Actually, a bunch of the same editors, but that’s 
another story. 

InterActivity is the new baby on the block, 
so the power schmoozing that goes on about 
it is very different from typical Keyboard insider 
babble. Perhaps the most often asked question 
about InterActivity, when computer industry 
movers and shakers hear that we're doing prod- 
uct reviews, is, “Oh, do you have a test lab?” 

OF course, they’re thinking the only way 
to do reviews is to have a multi-million dollar 
facility a la MacUser Labs, PC Labs, Byte Labs, 
and like that. What | tell them is the same thing 
I’ve been telling people about Keyboards review 
facilities for ages: Computers we've got. Mega- 
bucks testing gear, ditto. An on-site recording 
studio, we're building. Off-site project studios, 
many of us use/borrow/own. But when you get 
right down to it, we don’t need no stinking lab 
to review tools made for making music. 

For that kind of testing, you need people 
who understand the gear and how to make mu- 
sic with it. And yeah, the pile of resources (a.k.a. 
lab gear) we've got lying around helps too. But 
without a staff of musicians to put the instru- 
ments and software and accessories being re- 
viewed through their paces, the lab’s just a 
bunch of high-tech junk. 

Fortunately, musicians we've got. Aikin, 
Darter, Doerschuk, Marans, Vail, Rideout, and 
Rule are all active musicians in one way or an- 
other. Aikin recorded his CD for Linden Music 
in his home studio. Doerschuk does solo piano 
four or five nights a week, including Friday nights 
at San Francisco's prestigious Washington Street 
Bar & Grill. Marans runs a very active project 
studio. Vail’s passion is improvisational instru- 
mental playing. Rideout gigs regularly with jazz 
and rock ’n’ roll bands and tours occasionally 
with an early music ensemble. Rule’s our res- 
ident electronic and acoustic drummer; his band 
has toured Finland, of all places, several times. 
Even intern Mark Grey, a composer, synthesist, 
and guitarist by trade, is touring Europe later 
this year as assistant to Nixon in China composer 
John Adams. And Darter, well, we'll get to him 
in a second. .. 

When we need other opinions, we don’t 
mess around — we've had the likes of Tom 
Coster, Merl Saunders, and Roger Powell share 
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Labs? We don’t need no 
stinking labs! 


their opinions with us on everything from digital 
pianos to Hammond organs. This month, Greg 
brought in Santana's extraordinary percussionist 
Karl Perazzo to bang on Korg’s first synth based 
on physical modeling technology, the Wavedrum. 

. Now about Darter. Once upon a time 
he was a hotshot composition student at Cornell. 
He studied with Karel Husa, Elliott Carter, Robert 
Palmer, and Aaron Copland. Taught composition 
and theory at Chicago’s Roosevelt University. 
Ran an avant-garde Contemporary Music En- 
semble. Led an experimental jazz trio (flute, 
Rhodes, bass guitar). Wrote a theory column 
for Guitar Player prior to getting hired as Key- 
board's founding editor and in turn hiring one 
of his students (a.k.a. yours truly) as his assistant. 
Eight or ten years, a couple of bands, a doc- 
torate in music, and a jazz album or two later, 
Doc won acclaim arranging the Kronos String 
Quartet’s album of Thelonious Monk tunes. 

Somewhere along the way, Tom became 
GPI's “director of publications” and | became 
Keyboards editor. Then, following up on a life- 
long goal, he left Keyboard to pursue a career 
playing film dates in Hollywood, which led to 
synth performances on a bunch of sessions, in- 
cluding Pretty in Pink and Jerry Goldsmith's In- 
ner Space, Russia House, Sleeping with the En- 
emy, Gremlins Il, and Star Trek V. 

Tom rejoined the Chain Gang at Keyboard 
Central a couple years ago when Jim Aikin left 
his post as managing editor to write one of his 
science fiction novels, The Wall at the Edge 
of the World (Ace Books). Around the same 
time, | became the GPI Group’s editorial di- 
rector, overseeing the editorial staffs of 
Keyboard, Guitar Player, Best of Guitar Player, 
Vintage Gallery, lending my two cents to the 
self-sufficient staff of Bass Player. 

Oddly enough, my gig isn’t much different 
from Darter’s when he was director of publi- 
cations. And far be it from me to mess with sym- 
metry. Tom was editor of Keyboard for ten years. 
I’ve been editor of Keyboard for ten years. But 
I’m also the editor of InterActivity, and with all 
the other stuff | do around here, it’s time to make 
my life just slightly more sane by passing the 
torch back to Tom, who as of this issue is Key- 
board's editor once again. 

Megalomania runs strong in my family, 
though, so I'll still be hanging around Keyboard 
Central, working with Tom on the overall di- 
rection and content of this baby we birthed to- 
gether 20 years ago. And, yeah, I’m going to 
keep scribbling this column, just cuz it makes 
the Chain Gang nuts when | routinely turn it 
in at the absolute last second. 

How do | get away with it? What can | say? 
| attend a lot of conventions. E 
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\ Their performance 
controlier’s key action is based 
on a Yery simple concept. 


a 4 
Ours is too. 

Our idea is simple: a digital piano will never sound like a real piano unless it plays like one. Take apart some keyboards 
and you'll find cheap spring action more suited to toys than musical instruments. Look into the RD-500 Digital Piano and 
you'll find our proprietary PA-4 hammer action, giving you ail the expressive subtleties of a fine concert grand. 

The sounds are impressive too. Selected from Roland’s now legendary S-Series sample library, the RD-500’s memory 
banks are loaded with acoustic grands, vintage Rhodes® and other electric pianos, harpsichords, organs, strings, choirs, 
basses. . . even percussion sounds. With 121i waveforms, 8 Mbyte of internal memory, 28-voice polyphony and 8-part 
multitimbral capability, we’re talking about a serious Instrument. 

But for all its onboard sonic power, the RD-500 is also an outstanding 88-note master MIDI keyboard controller. 
Multiple external devices can be controlled easily via keyboard zones, splits and layers, with fully assignable bend, 
modulation, soft /sostenuto and volume pedal parameters. 


Put some action into your music. Visit your Roland dealer and experience — ae ; a “5 
for yourself just how expressive a simple idea can be. O an 


Roland F-50000) 


© 1994 Roland Corporation U.S., 7200 Dominion Circle, Los Angeles, CA 90040 (213) 685-5141 
Roland Canada Music Ltd., 5480 Parkwood Way, Richmond, B.C. V6V 2M4 (604)270-6626. COMPUSERVE®: GO ROLAND 


Twenty Killer Keys 
Before all the “vintage haters” send in their com- 
plaints, | want to let you know how much | en- 
joyed your cover story on “20 Instruments That 
Shook the World” [Jan. 95]. Maybe you had 
to work a little harder to get a good sound out 
of those dinosaurs, but I’ve had nothing but fun 
programming an old Jupiter-8 that | recently 
bought. Although it sounded a little dry at first, 
after a while | started getting sounds from it that 
were truly musical — and truly mine! | highly 
recommend that anyone who feels burned out 
on MIDI find an old keyboard instrument and 
get to know it a little, or a lot. 
SP. 
Los Angeles, CA 


Your article on the 20 most influential keyboards 
was interesting and entertaining. | also found 
it incomplete and riddled with minor errors. 

Let's start with what you left out: (1) The E- 
mu Proteus. Just try to find a grade-B film, jingle, 
or porno flick from the ’80s without its sounds. 
(2) The Yamaha CP-70. This ingenious instrument 
made it possible to take an almost real piano 
on the road. Plus it was a way-cool stand for 
our Prophets. (3) The Rhodes Chroma. Motorola 
processor, 16 voices, SCSI interface, wooden 
weighted keys with aftertouch, complete archi- 
tectural algorithms, sequencer, totally program- 
mable controllers — all in 1981. Need | say 
more? (4) The Korg Poly Six. First cheap poly 
synth with memory that actually worked. (Re- 
member, a synth need not have two oscillators 
per key to be a real synth.) (5) The ARP Odyssey. 
Moog’s only competition. Dual stable oscillators, 
duophonic, CV interface, and easy to use live. 

Honorable mentions: (6) The Univox String- 
man. Used by Gino Vanelli, Paul McCartney, 
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and Elton John; also foreshadowed the ARP 
String Ensemble. (7) The RMI KC-II. First digital 
poly synth. (8) The Synclavier. The benchmark 
sampler/workstation. (9) The Alpha Syntauri. 
First affordable digital synth for your Mac, with 
Fourier analysis and real FM. (10) The Synergy. 
Cartridge-based, 32-digital oscillator, 16-bit sam- 
ple-playback synth, from 1979. (11) The Ober- 
heim Xpander. If you have to ask why, you’ll 
never know. (12) The Vox Jaguar. Ultra-cool 
through a fuzz/wah and a Silvertone. 

You failed to mention that Sequential’s 
Prophet-5 had an interface that wired much 
more easily than the current 5-pin MIDI con- 
nection, with only three pins. It could also be 
tricked into doing poly portamento, but | won’t 
tell anyone how. The E-mu Emulator II was 
much more of an influence than the first and 
more closely related to the Fairlight in general 
architecture. Finally, sorry, Virginia, but the Korg 
Wavestation does have drums. Check factory 
bank RAM 3, patch 7, oddly enough called 
“Drums.” Though you might think of sequenc- 
ing as strictly an event-entering process, the 
major point of the Wavestation is its ability to 
sequence pre-sampled waveforms. These wave 
sequences can then be externally controlled 
by clocks. Got it? 

Plex Barnhart 
New York, NY 


[RAM 3? Our author owns one of the original 
Wavestations, which only had two RAM 
banks — and no drums. Also no drum kit pro- 
gramming, which is what was mentioned in 
the article.] 


Outstanding article! It’s a shame that analog 
synths aren’t produced as much as they used 
to be. | miss having complete and easy control 
for editing, as well as true analog sound. | cur- 
rently use a Yamaha SY85 and TG100 and a 
Roland JV-90, but | get the most enjoyment from 
my Juno-106. Let’s hope that analog synths can 
come back. 
Mike Naus, Jr. 
Houston, TX 


Your “20 Instruments” article epitomizes what's 


_ bothered me about Keyboard for years: 


cliquishness, exaggeration, inconsistency, and 
simply not knowing your facts. You write, “The 
Minimoog was a pig.” A pig to the extent that 
“you couldn’t play chords on it” and it had 
no memory? Well, duh! At that time, which 


commercially available synth could you play 
chords and store patches on? But despite these 
slovenly limitations, a lot of great music was 
produced on them. 

Why did you call the M1’s sequencer 
“lame” in your original review and “excellent” 
in this article? And what's this bit about digital 
noise coming from the M1? True, you'll get 
some digital crunch if you overload the output 
by having the oscillator levels too high, but that’s 
not unlike what the Proteus or K2000 will do 
under similar circumstances. Roland may not 
have reissued the TR-808, but they did issue 
an “electronic” soundcard for the R-8 which 
contains all the definitive 808 sounds. Also, the 
Wavestation can receive multitimbrally on 16 
channels, not eight. 

Finally, how can you say that “real people” 
don’t design instruments anymore and then talk 
about a “design team” in the same sentence? 
What bothers me more than this contradiction 
is the feeling that you are furthering the per- 
ception that people are no longer in control 
of or responsible for the products of technology, 
or technology itself! Ultimately, human beings 
conceive of, design, produce, and market mu- 
sical instruments and every other technology. 
I’ve had the privilege of being on design teams 
for several prominent synthesizer manufacturers, 
and believe me when | tell you that the pro- 
duction of a new synthesizer, albeit by a cor- 
poration, is very much a creative endeavor. How 
would any synthesizer end up sounding even 
remotely cool if it weren’t for the creativity of 
the musicians and technicians behind it? 

Peter “Ski” Schwartz 
Queens, NY 


Great job on the “20 Instruments” article. Being 
the owner of a Minimoog and the former owner 
of an M1 and D-50, | was impressed with your 
to-the-point analysis of these incredible ‘boards. 
It’s amazing how the M1 still holds its own on 
the used market. This proves that even as tech- 
nology progresses, we still go back to the 
sources of why innovation happens at all. 
Alexander M. Sharivker 
Brooklyn, NY 


I'd like to share some thoughts about an instru- 
ment that didn’t make it into your otherwise 
great article: the RMI Harpsichord. Even if it 
didn’t shake the world, at least, in my opinion, 
it shook Philly. 

Rewind to Philadelphia at the beginning 


Sure, you can pay big bucks to get professional sounding 
tracks at a swanky, expensive studio. Or you can just stay 
home and add the dbx 266 compressor/ limiter /gate to your 
set-up. Not only do you get classic dbx compression but you 
also get AutoDynamic™ Attack and Release controls that 
allow you to produce voicing that extends from slow level- 
ing to aggressive peak limiting. And with the expander/gate, 
you can tighten flabby drums, change the characteristics 
of an instrument, even cut out unwanted noise faster 
than a weed wacker. So for around 300 bucks, you can 


improve your sonic landscape to create tracks so clean, 


dbx 


266 COMPRESSOR/GATE 


so polished, so downtown, that no one 


will believe you did the work in a garage. 


Hi A Harman International Company © 1994 dbx Professional Products. 8760 South Sandy Parkway, Sandy UT 84107 
Phone 801°568e7660 FAX 801¢568°7662 International FAX 603¢672°4246 


of the psychedelic era (1966-’67). It was a hap- 
penin’ scene, and there were quite a few venues 
where an under-21er could see great acts. Once 
| went to my favorite spot, The Trauma, on Arch 
Street to hear Strawberry Alarm Clock or Moby 
Grape, I’ve forgotten which. The warmup act 
was the Mandrake Memorial, and it took about 
four bars into the first song for my socks to get 
knocked so far off that my feet started shivering. 
The guitarist was Craig Anderton — yes, the 
Craig Anderton. But the real story was Michael 
Kac and his RMI Harpsichord. He had a 
Baroque approach that was perfect for the in- 
strument. He’d rip through perfectly executed 
solos that Bach would have envied. More in- 
tensity came from his hands and the RMI than 
from entire bands gigging around Philly. 
The RMI Harpsichord, like Mandrake, was 
too unique to garner wide popularity. It fit won- 
derfully into a world that encouraged musical 
experimentation. Yet ultimately it didn’t fit the 
needs of mass media pop tunes. As Chick 
Corea said in his comments about a sister in- 
strument, the RMI Piano, the keyboard felt too 
much like that of an electric organ to let a piano 
player really get into it. Harpsichords don’t re- 
spond to dynamic variations the way pianos 
do. Maybe that’s why RMIs worked well as 
harpsichords. Although it’s possible to get good 
harpsichord sounds from digital synths and 


sample-playback instruments, there’s still some- 
thing special about that RMI sound. 

Ed Kosmahl 

Internet 


Although | have a “real day job” as an attorney, 
| spend a lot of my evenings and weekends as 
a keyboardist/recording engineer in my eight- 
track home studio, and | was especially gratified 
to see that the only two keyboards | have ever 
purchased, the Ensonig Mirage and the Yamaha 
DX7, were both featured in your article. They’ve 
served my purposes well and allowed me the 
versatility of utilizing analog and digital (albeit 
only 8-bit) sounds. 
Dale E. Creech, Jr. 
Dayton, OH 


“20 Instruments” was a keeper. | love the old 
machines because they offer much of the joy 
that the best synths can provide: the possibility 
of play, of fun, and sound hacking. Still, | must 
protest against the oft-repeated criticisms of the 
Radio Shack Moog. | have an MG-1 and | think 
it's neat. It gives good noise and costs zip. How 
about a retraction? 
Donald Hargrove 
Memphis, TN 
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20, even though you actually mentioned it in 
your write-up on the Minimoog: “Wendy Car- 
los’s landmark Switched-On Bach, recorded 
on a modular Moog, had just introduced syn- 
thesizers to the world.” Quite an endorsement 
for the modular Moog, one of the biggest (fig- 
uratively and literally) “shakers” of them all. 
| admit some bias, as a proud owner of one of 
these rare creatures, but the modular Moog did 
more than just open the door: It blew it off the 
hinges! Want more shake? Try the low end. 
Nothin’ comes close, then or now. 
Jerry Gaskins 
Richmond, VA 


One synth you didn’t mention was the Ensonig 
ESQ-1. This, not the Korg M1, was actually the 
first instrument with an on-board sequencer. 
The ESQ-1 also had dynamic voice allocation 
and sample waveforms, although, unlike the 
M1, it didn’t have any effects processors. 
Mark Furst 
Internet 


[The Synergy had an on-board sequencer well 
before the ESQ-1. Four tracks, no editing, but 


it was a sequencer. 


How can Jim Aikin overlook the ESQ-1’s role 
in the development of modern synths? Does he 
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MANUAI 


$ messi’ 
iO Year Coume- 


Purecm 
\/b 200s 
Training Programs for: 


Finale (also Great for Allegro!) 
Cakewalk (also great for Home Studio!) 
Cakewalk Application Language (CAL) 

CAL Tutor - Performer 
Pro 4/ Pro 5 - Band In A Box - Encore 
Midi Basics - Cubase - Vision 
Sequencing Midi Drums 


EVS = 


Gide 
Solutions 
(210) 614-0574 « FAX (210) 614-0577 
1-800-650-2427 


VISA and MasterCard Accepted 


really believe the Wavestation was more impor- 
tant? The ESQ-1, not the M1, was only the first 
workstation for non-zillionaires. It had wavetable 
ROM, it was eight-way multitimbral (dynamically 
allocated), it had a quite capable eight-track se- 
quencer. Short of modern technological sophis- 
tication, it had everything you'd find in a modern 
workstation except effects (which was the D- 
50's real contribution). Aikin also credits the D- 
50 with being the first synth to contain sampled 
waveforms stored in ROM. Totally wrong: Again, 
the ESQ-1 was there first. (Well, maybe not first. 
RMI and Korg products also featured sampled 
waveforms prior to the D-50.) 

As a long-time Ensonigq user, I’m particularly 
sensitive to Aikin’s obvious condescension to- 
ward that company. He has repeatedly beaten 
up on Ensonig unfairly and credited other man- 
ufacturers for “innovations” long available to 
Ensonig owners. I’m concerned that young stu- 
dents who read this most recent article may mis- 
take Aikin’s myopic history for the truth. 

Robby Berman 
Saugerties, NY 


[Several instruments, including the ESQ-1, had 
single-cycle waves extracted from samples. 
The D-50 was, to the best of our knowledge, 
the first synth that had longer non-looped 
samples in ROM.| 


After glancing through “20 Instruments,” | 
couldn’t help but chuckle over how people 
went on about the “soul” of these old ma- 
chines. If you look in almost any issue of Key- 
board c. 1980-'84, particularly in articles about 
bands like Kraftwerk, Ultravox, and Gary Nu- 
man, the authors could not get over how cold 
and soulless these artists were with their ARP 
2600s and various Moogs. Nostalgia? 
Hypocrisy? Selective memory? 

Bradley E. Beving 

Minneapolis, MN 


Yamaha ProMix 01 


We believe that numerous factual errors and 
several reckless conclusions were included in 
your review of the Yamaha ProMix 01 digital 
mixer [Jan. ‘95]. The central issues we are dis- 
puting are perceived noise levels of the ProMix 
and that the unit is only usable “if your mixing 
is limited to balls-to-the-walls heavy metal speed 
rock or live performance in noisy venues.” 
As with any mixing system, proper gain 
structure is the key to achieving optimal sound 
quality. This is a fundamental recording prin- 
ciple, and with proper gain structure you will 
hear the stunning audio quality of which the 
ProMix is capable. Is it possible, then, to gain- 
stage a system with a ProMix in such a way as 
to produce “unacceptable” noise? Absolutely. 


And your reviewer certainly accomplished this. 

As to your suggested use of the ProMix for 
speed rock applications, we would like to add 
several more. Among the real-world applications 
in which ProMix 01 is excelling and winning 
converts: gentle orchestral soundtracks for two 
major motion pictures, reference mixes on a 
major national concert tour, and as an integral 
part of live sound systems for network telecasts. 
On the recording side, ProMix 01 is quickly 
earning its reputation on a wide range of son- 
ically demanding sessions, from quiet jazz per- 
formances to the New York State Opera in the 
New York State Theatre. 

Sonic quality and powerful mixing features 
are just two of the reasons why ProMix 01 has 
already earned considerable respect from Gram- 
my-winning engineers and top-charting record- 
ing artists, all of whom can afford to buy prac- 
tically any mixer in the world and yet choose 
to use the ProMix 01. 

We respect that Keyboard prides itself on 
taking a hard stand when it comes to reviews. 
There are many other professional audio trade 
publications that hold the same position. For- 
tunately, the overwhelming majority of them are 
singing the praises of the ProMix 01. But your 
readers shouldn’t take their word — or yours 
— for it. How about listening to the crystal-clear 


Continued on page 126 B® 


Multi-Port MIDI Support 
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professional MIDI interface for all IBM compatibles 


Superior SMPTE Patchbay Power Windows Aware 


v¥ Works with all Windows 
MME MIDI applications 


¥ 8x8 MIDI interface, 


128 channels in & out | 
/¥ Syncs to / generates all 


SMPTE formats 


/¥ Bullet-proof operation + Standalone patchbay 


operation without PC 


vy Powerful matrix-based 
port routing & filtering 


y¥ True non-multiplexed 
multi-port operation 


y Control applet simplifies 


, Adjustable freewheel peas DIOgreminng 


y Multi-client driver allows 
concurrent access by 
multiple programs 


y Printer port connection 
allows use with desktop 
and notebook PCs 


y Push-button program 
selection, SMPTE-MTC 
sync & generation 


y Automatic regeneration 


y Selectable output level 


me BPort/SseE 
call toll-free, USA/Canada: 1 -800-876-1 3/6 
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Lately several big pro 
audio companies have gone 


out of their way to “mention” 


us in their own 8-bus 
console ads. Many satisfied 
Mackie owners have urged 
us to shoot back with 
hardball comparisons of our 
own. But that’s not our style. 
Greg believes that if a 
product is really good, it 
should speak for itself — 
without resorting to 
Slagging the competition. 
First in a series, this ad 
details some of the features 
that we believe make our 
8¢Bus the best recording or 
PA console value available 
today for under *20,000. 


Apparently we're not 
alone in our belief. In 
competition with many of 
the very consoles that keep 
“mentioning” us in their ads, 
we recently won the 
coveted M/X Magazine TEC 
Award for Small-Format 
Consoles. As well as L/VE! — 
Sound magazine's Best Front 
of House Mixer Award. 

To learn why, call us 
toll-free for our detailed, 


24-page 8¢Bus brochure. 
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‘Comprehensive equalization for 
creativity and problem-solving. 


To quote Electronic Musician’, “It’s 
no secret that the versatility and pristine 
sonics of the 8¢Bus EQ have astonished jaded 


10k 20k 


“10k 20k 


pros and home hobbyists alike. The 4-band EQ 
section includes two shelving controls fixed at 
12kiz and 80Hz; parametric high-midrange EQ 
with a 500Hz to 18kHz sweep and a bandwidth 
that can be adjusted between three octaves 
and one semitone; and low midrange EQ with a 
45Hz to 3kHz sweep. A full 15 dB of boost or 
cut is provided for. each band. In addition, an 
18 db/octave low-cut filter is set at 75 Hz. 
That's a heck of a lot of firepower! 

No kidding. But we also like that 
part about pristine sonics. One of the 


' reasons that the 8eBus 
~ Series took so long to 
ship was that Greg was 


Musician, “/n all applications the Bus EQ 
was extremely musical and transparent... One 
of the engineers summed it up best by saying, 


I September 1994 issue, page 64, ina sidebar 
to-an article on The British Invasion (of 
consoles). We urge you.to read the whole thing 
So that we don't get in trouble for quoting stuff 
out of context. 


vary the. | 


fenatic: — effect? Sweet and 


‘The 52¢8 is so clean that you don't really 
hear the EQ; everything sounds deceptively 
natural, which is really great.” 


We wouldn't have it any other way. 


What parametric EQ 
Means to you. 


The biggest gun in the 8eBus’ EQ 
arsenal is its true parametric high 
midrange EQ. Conventional sweepable 
midrange (like our 8¢Bus' (ow mid), 
has a fixed bandwidth of about 2 
octaves. No matter how high or low in 
frequency you sweep it (or how much 
you boost or cut it), 
2-octave EQ's me 2-oct EC 
contour staysthe = |||) 
same. While te 
extremely useful, 
it's just one tonal 
“Color. Havingto | | | |/))) 
rely on swept, Zon aot 
2-octave midrange alone is like being 
asked to paint a picture with only a 
bucket of bright yellow paint. 


r Above 

Left to right: 
32¢8 console 
with MBe32 
meter bridge, 
» 6. 24 E Expander 
& with MBeE meter 
§ bridge, and The 
idecar. 


By ) 


2 This is what we meant when we used the 
phrase “Expensive British Console Sound’ in our 
first 8¢Bus ads: Classic English desks were 
the first to offer extremely wideband (i.e. 
greater than 2 octaves wide) equalization. 
Obviously we didn't make ourselves clear on 
this point, because everyone from our 
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natural-sounding, it can unobtrusively 
change the character of a track 
without noticeable tonal intrusion. If 
you re used to conventional 2-octave 
swept midrange, you'll be surprised at 
how much 3-octave EQ you can add 
without things 
starting to sound 
obnoxious. 

On the other 
hand, there are 
times when you 
want what can only 


“ik 40k 20k- he called surgical 


EQ. At its narrowest, our parametric 
Hi Mid is four times as precise as.a 
"srd-octave graphic equalizer. It’s like 
having a delicate artist's brush and a 
magnifying glass for erasing or 
enhancing tiny details. 

Between three octaves and 
'h2-octave is a vast range of tonal 
colorations, nearly all possible only 
with parametric equalization. And, 
since our “HI” mid’s sweep range 
extends from 18kHz all the way down 
to 500Hz, your creative palate extends 
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over six octaves — to our knowledge 
the widest midrange sweep currently 
available’. 


competitors to at least one reviewer has taken 
us to task over this phrase. Okay, we apologize 
to all of you Anglophiles. We were merely 
trying to explain why we consider wide 
bandwidth EQ such a powerful tool and where 
we got our inspiration for including it.. :not 
attempting to rekindle the Revolutionary War. 


An expandable console system. 


lf you can successfully foretell the 
future, you might as well play the 
commodity futures market, make a 
zillion bucks and buy a 128-channel 
SSL console. 

However, 
because 
most of us 
are less xe = 
clairvoyant (ilies 
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system that can grow with your needs 
and budget. Start with our 24¢8 or 
32¢8 console’. Then, when your tax - 
refund comes back, add an optional 
meter bridge’. When you land that 
Really Big Project That Pays Actual 
Money, add more input channels (and 
tape returns) in groups of twenty-four 
with our 24¢E Expander console’. 

You can keep right on growing 
your Mackie 8eBus console system 
up to 128 channels or more. | 

And, beginning this spring, you 
can automate the whole shebang with 
our extremely affordable Universal 
MIDI Automation system. It consists of 
the OTT0-34 VCA gain cell unit, 
wicked-fast Ultramix'™ Pro software 
and the innovative OTT0pilot™ 
control interface. Both the hardware 
and the software were debuted in final 
form at last Fall's AES Convention. 
They received rave reviews from 
seasoned pros who are used to 
working with “mega-console: 
automation systems. 


3 ona comparably-priced 8-bus console. 
Qops!.We're starting to sound competitive. 

4 $3 995 (24e8) and 54,995 (32¢8) suggested 
retail. Slightly higher in Canada. 

$795 (MBe24) and 9895 (MB 32) suggested 
retail. Slightly higher in Canada. 

6 $7 995 suggested retail; MBeE meter bridge 
$695: Yadda yadda, Canada, etc. etc. 
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and a lot poorer, we've designed a 


Very Low impedance 
Circuitry (VLZ) for very 
low noise. 


We like to say that the 8*Bus 
consoles monster 220-Watt Power 
Supply was a product of typical, 
fanatical Mackie over-engineering. 
But one of our real motives lies at the 
other end of the power supply's multi- 
voltage connecting cable. 

At room temperature, all electro 
components crea 
thermal noise. Cumula- 
tively, this can become 
audible and objectionable. 
We design around thermal 
eae noise by making internal 

circuit impedances as low as possible 
‘in as many places as possible. For 
example, resistor values in our mix 
bus are '/s the value of those typically 
used — hence thermal noise is 
proportionally lower. Another 
advantage of VLZ is that low- 
: impedance 
circuitry is far 
more immune 


to crosstalk problems. 

VLZ isn't easy to achieve. All 
circuitry must be thoroughly buffered. 
Plus, console current consumption 
goes way up, requiring a 
beefy power supply. 
Such as the 
massive, 31-pound 
power supply we 
ship with each 8 
console. 


+4dBu operation throughout. 


This is a biggie in terms of overall 
noise and headroom. There are two 
current standards for console 
operating levels: —10dBV and +4dBu. 
Without knocking our competition, 
let's just say that +4dBu is the 
professional standard, used with all 
serious recording, sound reinforce- 
ment and video production 


“| 16620 Wood-Red Road © Woodinville © WA © 98072 °, 800/898-3211 @ 206/487- 


j components. This 
igher operating ‘evel _ 


Built like tanks. 


Our 8¢Bus Series consoles have 
been in the field leng enough to qain 
an almost legendary reputation for 
durability. For example, a lot ef them 
absorbed the impact of toppling 
monitor speakers during last year's 
Los Angeles earthquake with little 
more than’a few broken knobs. 
Others have survived drops off 
loading docks, power surges that 
wiped out whole racks of outboard 


gear and beer baths, not to mention © 


hundreds of thousands of air and 
semi trailer miles with major tours’. 
Read our 8¢Bus tabloid/brochure to 
learn about the impact-absorbing 
knob/stand-off design, fiberglass 
circuit boards and 
“steel monocoque 

chassis that make 
§ our-consoles so 
ee rugged. 

Bottom line. 
o. You simply cant 
buy.a more dependable console. 
Maybe that's why L/V/E! Sound 
magazine readers voted us their 1994 
“Best Front of House Console. 


7 Including the latest Rolling Stones 77 Top 
and Moody Blues tours (Footnote to the 
footnote: Mention in this ad dencies 

usage only, not official : 
endorsement). 


“For these and ather faets, call us 
toll-free (8:30AM-SPM PT) and ask a 
real live person for our obsessively- 


detailed. 24-page 8°Bus brochure. 


NUR S-BUS CONSOLES 
REALLY WORK, THE UPDATE: 


Ricky Peterson mixed fs recent 
hit single. “The Most Beautiful Girl in 
the Worid’ on his Patsley Park Studio 
32e8 console.” 
“‘Nueensryche’s new platinum 


~ album. Promised Land, was totally 


tracked on Mackie 8¢Bus consoles 


-twith help from OTT0-automated._ 


CR- 1604s). A sonic (and musical) 


masterpiece, ithas the tight bass, 
_erisp highs and ear-boxing dynamic 


range that's becoming an 8¢Bus 


console signature. Need more proof as 


to why pros prefer Mackie? 
Buy this superb CD. 


4337 


€] mackie.com © Outside the US \, 206/487-4333¢ Represented in Canada by S.F. Mktg. \ 800/363-8855 
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CHILLING THE GLOBAL 
TECHNO REVOLUTION 


ixmaster Morris wants everybody to “stop 
Mi dancing and lie down and be counted.” 
As ambient techno’s most visible catalyst, 
he plays an average of 100 gigs a year of live im- 
provised electronic music at the world’s top ambient 
clubs. From Frankfurt to Tokyo to San Francisco 
and back, he zigzags across the globe in a silver 
suit, proselytizing for a new consciousness with 
beautiful music and a philosophy based on smart 
drugs, zippy Internet communication, and a belief 
that electronic music is the music of the future. 
“Conny Plank, who produced almost every 
German electronic group of note, said, ‘Great mu- 
sic is made when artists, engineers, and producers 
play together like children.’ I’ve always tried to 
uphold this philosophy,” Morris points out. “If mu- 
sic is not fun to make, then it won't be fun to listen 
to either.” 
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On Morris’ first Irresistible Force album, Flying 
High, he explored texture and restrained beats si- 
multaneously, pulling into his flux the sounds of 
Kraftwerk, Spacemen 3, the Prague Symphony Or- 
chestra, and Joyce Grenfell, along with the soothing 
monolog of psychotropic guru Terence McKenna: 
It's an ambient masterpiece, no less essential than 
the Orb’s Adventures Beyond the Ultraworld. 

“| made that on an E-mu Emax, a Cheetah 


MS6, and an Octave Cat,” Morris recalls, “in a very. 


primitive studio that Rising High had in London, 
with rain coming through the roof and plastic cups 
on the mixing desk to catch the drips. You couldn’t 
move certain faders, because there were cups in 
the way. Terence McKenna is on there because 
| accompanied him at his London lectures. He’s 
written many books, including The Food of the 
Gods, and he's very important to the engendering 
of hippie ideals in the techno culture. Frazer Clarke 
[publisher of the new psychedelic magazine Evo- 
lution] was the one who presented such people 
as McKenna, Robert Anton Wilson, and Alexander 
Shulgin to a techno audience in Britain. This has 
helped shape youth culture for the next decade.” 

Morris began his live improvisations in 1980. 
A child of the punk scene, he believed in the ethic 
of propagating one’s own music through small la- 
bels and fanzines. Influenced by the likes of Can, 
Suicide, and Cabaret Voltaire, he concentrated 
on extracting sounds from primitive drum machines 
and Wasp and Copycat synths in his early gigs. 
He went through a Commodore-64 and a Sinclair 
Spectrum before getting his hands on his first prop- 
er sampler, an Akai S612, in the mid-’80s, when 
he began creating Mongolian hip-hop tracks. By 
1988, house was in full swing. “But,” he remem- 
bers, “it was almost impossible to find clubs that 
would let you do live techno with a sequencer, 
a sampler, and a drum machine. All the music they 


plays keys on the comeback trail 
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played was on records.” 

During the late ’80s, Morris sat at the feet of the 
Orb and KLF as they invented ambient house. Then 
he was off, Djing for the Shamen on a 100-city tour 
and becoming tight with everybody from the original 
Detroit techno innovators to Aphex Twin. “I’ve always 
been interested in intelligent techno,” he explains. 
“Taking the power away from the DJs and showing 
that techno could be creative has affected a great 
change. It's now much wider than just dance music. 
Ambient techno has gone way beyond the Orb. 
Once it got to CD, it really proved itself.” 

Morris’s new album, Global Chillage (Astral- 


~ werks) uses texture modulation and time delay to 


warp the listener’s sense of space and duration. 
It's an hallucinogenic sound experience, designed 
to stimulate those areas of the brain that respond 
to E, DMT, and LSD. Yet it’s a natural, drug-free 
experience, available to all to download from his 
Internet site (http:/www.mit.edu:8001/people/trel- 
los/homepage html). 

“I take things, loop them, and listen to them 
for long periods of time. | then modulate them with 
the mixing desk faders, mute buttons, and drop- 
in and drop-out buttons. I’m into having everything 
change throughout the music. The great thing about 
house was that it established [timbral] modulation 
on its own as interesting. Changing just the Q pa- 
rameter of a bass line is, to me, as radical as any- 
thing by John Cage. To accept timbral change as 
enough to constitute viable music was a revolution. 

“My next album will be done entirely inside 
the Mac, using no sources outside the computer. 
I’ve been designing virtual synths and downloading 
them onto the [Digidesign] Audiomedia card. | 
like the idea of downloading your own synth pack- 
age, then having to write your own plug-ins for 
synths. More programmability will be the next 
innovation in techno.” —Mark Prendergast 


New York Museum of Modern Art, 


World View News 


CAREER UPDATE 

ONSTAGE. Lalo Schifrin contin- 
ues his quest to bring jazz and 
classical music into happy harmo- 
ny throughout ’95. On Feb. 23 he 


supervises a performance of Gille- 


spiana, his orchestral tribute to 
Dizzy Gillespie, at Carnegie Hall. 


Schifrin will repeat the program on 


Apr. 22 and 23 in Glendale and 
Los Angeles; both concerts fea- 
ture the Glendale Symphony Or- 
chestra, which Schifrin serves as 
musical director, with Ray Brown, 
Jon Faddis, and Grady Tate 
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Mega-charting R&B producer/ 


performer Kenny “Babyface” Ed- 


monds has completed his first 
solo tour as co-headlining act with 
Boyz li Men. Edmonds restricted 
his keyboard activities onstage to 
the piano, with Randy Walker, 
Alex Alessondroni, bassist Reg- 
gie Hamilton, and guitarist/saxo- 
phonist Reggie Griffin sharing 
multi-synth parts in his band. . . . 
Only the strong survived the New 
Year's Eve bash at New York’s 
Limelight, where Lords of Acid 
welcomed ’95 with a typically in- 
cendiary set. .. . Jeff Jacobs 


with Foreigner. The definitive are- : 


na rock band has wrapped up the 


international leg of its world tour to : 


support their new album, Mister 
Moonlight, and is now shaking 
rafters throughout the U.S... . It 
seems somehow appropriate that 
the Residents scored Hunters, 


: the 13-part celebration of nature’s 


predators, shown on the Discov- 
ery Channel last December and 
January. If you missed it, you can 
still ponder the recent work of this 
paradoxically famous and mysteri- 
ous avant-garde outfit on their 
Freak Show CD-ROM and at the 


whose permanent collection now 
includes two Residents objets. 


ON DISC. Electronic instrumental- 
ist Patrick O’Hearn has launched 
his own record company. O’Hearn 
collaborations with Mark Isham 
and Peter Manu are among the 
first releases scheduled by his 
Deep Cave label. . . . Will Sparks 
catch fire? Gratuitous Sax & 
Senseless Violins, featuring synth 
and sequence demon Ron Mael, 
marks the disco/new wave act’s 
return to recording after a six-year 


hiatus. Look for it in mid-March on DB» 


NEWS TO THE WIS 


ired of those soggy newspapers on your 

doorstep? Stop calling the complaint line 

and dial up the network news. The net- 
work news is a massive collection of email dis- 
cussion groups on any subject under the sun. 
The groups range from hobbyist to professional 
subjects and contain user-posted email messages. 
Many of these groups come and go like the sea- 
sons, so information on how to access them goes 
out of date quickly. 

The most common network news mainte- 
nance organization is USENET. USENET news- 
groups are organized by group parents (comp, 
news, rec, sci, soc, talk, misc) and subgroups (mu- 
sic, software, games, animals, culture, etc.) with 
names separated by periods. Other group parents 
include alt, biz, k12, and gnu. 

A newsreader is necessary for accessing the 
network news. The four standard UNIX news- 
readers are rn, trn, nn, and tin. Of the four, nn 
and tin are the most robust and widely used. You 
can also access newsgroups through SLIP/PPP 
programs like Netscape. You can find Netscape 
by anonymously FTPin’ ftp.mcom.com in the 
path /netscape. 

The comp newsgroups contains computer- 
related topics. The comp.music newsgroup is 
great for information on MIDI file and software 
archives, soundcards, synthesizers, MIDI trou- 
bleshooting, hardware and software sales, and 
audio compression. The comp.multimedia group 
has discussions on multimedia authoring tools, 
compression issues, audio and MIDI soundcards, 
FTP sites, and file formats with respective file- 
type encoders and decoders. Some other music 
and multimedia related newsgroups are 
comp.sys.ibm.pc.soundcard.music, 
comp.os.os2.multimedia, 
comp.publish.cdrom.multimedia, 
comp.mail.multi-media, comp.sys.sgi.audio, and 
comp.sys.amiga.audio. 

In the rec newsgroups you'll find hobbyist 
and recreational discussion groups. The 
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What do members of the 
band do between per- 
formances of the company’s 
stunning surreal show, Alegria? 
Luckily for local musicians, they 
host clinics in which they share 
their approach to using Roland 
gear under the big top. Here, 
drummer Joe Bertrand, singer Is- 
abelle Corradi, and music direc- 
tor/keyboardist Claude Chaput 
hold court during the Cirque’s 
stay in Los Angeles last Novem- 
ber. Upcoming clinics will take 
place as Alegria moves on to 
New York, Toronto, Chicago, 
Boston, Washington, and Atlanta. 
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rec.audio.pro newsgroup houses discussions on 
audio hardware and software, speakers, mixers, 
recording techniques, analog and digital record- 
ing, and audio cables. In rec.music.makers.synth 
you'll find information on software compatibility, 
new and vintage synthesizer sales and requests, 
operating system questions and responses, some 
specifications, and FTP archives. The 
rec.music.classical contains everything from CD 
reviews, librettos, and stories about composers 
to a lecture on clapping etiquette between sym- 
phonic movements. If you’re looking for Iron 
Maiden and Amy Grant FAQs (frequently asked 
questions), discographies of various artists, or just 
general music information, try rec.music.info. 
Other rec newsgroups include rec.audio.high- 
end, rec.audio.tech, and rec.music.synth. 

The alt newsgroups have discussions on al- 
ternative topics. The alt.binaries.sounds.midi 
newsgroup contains uu-encoded MIDI files and 
materials for sequencer and notation programs. 
In the alt.music.midi group keep your eyes open 
for FTP sites, hardware and software information, 
soundcards, MIDI cable information, and subjects 
like PowerBook/MIDI problems and solutions. 
The alt.binaries.sounds.misc newsgroup is filled 
with uu-encoded .zip .wav soundfiles of every- 
thing from Monty Python snips to radio trans- 
missions from Armstrong’s first moonwalk. Some 
other alternative newsgroups include - 
alt.music.* groups, alt.binaries.sounds.cartoons, 
and alt.binaries.multimedia. If you need a uu- 
encoder/decoder, anonymously’ FIP 
gopher.eunet.es: Mac users look in the path 
/pub/mac/mail; DOS users look in the path 
/pub/msdos/encoder/uuencode. 

Newsgroups are great for gathering research 
information or just viewing flames (scathing dis- 
cussions). The degree of discussion is wide 
enough that most people will find something of 
interest. Use caution when posting mail messages, 
because people love to flame and you could be- 
come the next news-item victim. —Mark Grey 
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NEIL GERSHENFELD’S FINGER 
BATTLES FUTURE TECHNOLOGY 
AT MIT’S DIGITAL EXPRESSION 
CONFERENCE 


he Media Lab at the Massachusetts In- 

stitute of Technology is one of the truly 

sreat gigs, a place where artists with 
a technical bent and technologists with an artis- 
tic vision could play at reinventing the world. 
Within its walls there is no secrecy: Commu- 
nication across disciplines and projects is en- 
couraged, with all sponsors having equal ac- 
cess to the results of all research. 

In keeping with that open spirit, the Media 
Lab hosted its first Digital Expression confer- 
ence on Oct. 20, 1994. The brainchild of Me- 
dia Lab mainstays Michael Hawley, Neil Ger- 
shenfeld, and keyboardist/composer Tod Ma- 
chover, the conference attracted more than 
2,000 representatives of the arts, science, and 
business to explore the future of creativity in 
the face of new technology. 

The day began at MIT’s Kresge Auditorium, 
just enough behind schedule to let the audi- 
ence learn to cope with the audio chips in their 
daily programs. (These would applaud and 
whistle unless opened in a specific way, a 
source of much inadvertent amusement 
throughout the day.) Opening remarks were 
provided by MIT President Charles M. Vest and 
radio/TV reporter John Hockenberry, the con- 
ference’s emcee. 

The first seminar, “Active Meaning,” was 
the artists’ panel. It featured Machover, rock 
star Peter Gabriel, conceptual artist Laurie 
Anderson, and theater director Peter Sellars. 
The tone started out low-key and informa- 
tional, with audience questions typically fo- 
Cusing more on process than purpose. This 
changed when Sellars took the floor. Prodded 
by his funny, firebrand style, the panel ended 
up examining a wide and inspiring range of 
creative possibilities. 

Next came “Artistic Appliances,” the tech- 
nologists’ turn. This time there was no inter- 
action, just a series of four mini-lectures with 
accompanying slides. Neil Gershenfeld began 
with a talk about a new Media Lab motion- 
sensing technology which grew, by accident, 
from an attempt to capture the bowing of a 
cello. As Gershenfeld talked, he would sweep 
his arm gently toward the Apple PowerBook 
on the table next to him, and his slide show 
would advance. The trick? Sensors in the table 


detected infinitesimal changes in the electric B> 


You Know This Guy! 


ou’ve probably never seen him or 
heard his name. But you've almost cer- 
tainly heard his music. If you’ve got 


a son somewhere between the ages of five 
and maybe 13 years old, you've definitely 
heard it. In fact, you’re probably sick of it. 

Hint: Thrashing drums. Fuzzy power 
chords. An inhumanly fast and inane guitar 
solo: “diddle-iddle-iddle-iddle, diddle-iddle- 
iddle-iddle.” That six-note motif, chanted on 
playgrounds and in living rooms by ferocious 
little boys transplanted from Lord of the Flies. 
Finally, the lyric hook, the one that’s driving 
teachers and parents crazy five days a week 
on Fox. You know it, don’t you? Come on, 
sing along, just this once. One, two, three: 

“Go, go, Power Rangers!” 

That's right. This is the guy whose music ™™ 
has captured your once innocent child. His — \ 
name is Ron Wasserman. He wrote the theme ji 
to the phenomenally popular Power Rangers 
show, as well as all the underscore for each 
episode. That's not all: He also does all the music for VR Troopers and Sweet 
Valley High, two other smash kid-vid series. As you read this, he’s deep into 
his first film soundtrack, for the inevitable Power Rangers movie, which will 
demolish box office records this summer. 

Not bad for a self-described failed student who “flunked every music 
class | ever took,” who once bluffed his way into a staff position at Marantz 
by letting the brass think he had a music degree, and who rocked the pre- 
pubes with a bonehead guitar sound and slightly off-key vocals. 

“I’ve been working for [Power Rangers production house] Saban for about 
five years,” Wasserman explains. “I got called in, and they said, ’We have 
this Power Rangers thing. It's live action, like Godzilla. Can you whip something 
up for it?’ The only thing [CEO] Haim Saban specifically asked me for was 
to use the words ’go, go,’ because that’s his lucky phrase; he used it in ‘go, 
go, Gadget,’ from Inspector Gadget. The VP of music suggested | edit down 
this song I was writing for X-Men. So that night, | cut it to about a minute, 
came up with the ’go, go, Power Rangers’ thing, and flew that on myself as 
a guide vocal. 

“The next morning, Haim had a meeting with Fox, and there he played 
the theme. It was a rough mix. | did it in two and a half hours. But they 


bought it. That turned into, ’You’re on the theme, 
so now you have to be on the songs.’ Since then, 
it’s been nuts.” 

The demo that shook the world replicates a pow- 
er trio, with drum samples grabbed from a variety 
of libraries and a dental-drill guitar built entirely by 
sending the Rock Gitaro patch in an E-mu Proteus/1 
through a tweaked guitar effect in a Korg A3 signal 
processor, with a bit of chug added from East-West’s 
Steve Stevens Collection. “| went through a lot of 
Kurzweil guitar samples, and they sucked,” Wasser- 
man says. “The Proteus with the A3 gave me a 
unique, weird, thin, perfect-for-TV, midrangey quality. 
It cuts through in mono.” 

Despite, or maybe because of, the fact that the 
job was so rushed, the theme suits the show’s manic 
energy. “Had they redone it with another singer the 
next day and spent a lot more time on the track, it 
would have turned into that nice sterile thing that 
| hate,” Wasserman says, “which is what happened 
with pretty much every theme I’d worked on for Sa- 
ban up to that point. We must have put 300 hours 
into the X-Men theme. It turned into, like, 70 tracks. | mean, this was for 
television! It’s ridiculous.” 

His music for the Power Rangers stage extravaganza was thrown together 
in something of a frenzy too. “It was such a last-minute thing. | did all my 
rough mixes through this little Samson MPL-2242 board at home, and it 
got too late to remix because they needed to start editing and moving the 
music to dialog. Two touring companies, nine months on the road sold 
out, one of the ten top grossing tours of ‘95 — all to a rough mix. The story 
of my life.” . 

Life is getting busier still, with the movie to score, more TV shows, and 
several recording and concert projects with Jon Anderson. “And BMG handed 
me this yesterday,” Wasserman adds, shoving a CD our way. “This is the 
European Power Rangers single, and it’s sold 220,000 copies in five days. 
I’m supposed to start writing the second single now. Here in the States, the 
Power Rangers theme is on extreme heavy rotation in, like, Florida, Seattle, 
Houston. They’re putting it up against bands like Soundgarden on adult CHR 
stations — and I’m beating them! |’m not buying a beach house in Maui 
yet, but this is fun.” 

—Robert L. Doerschuk 


~< World View News 
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the Logic label. . .. Speaking of 
dance floor flashbacks, Duran 
Duran’s long overdue collection of 
covers, Thank You, should be out 
in March as well, with Nick 
Rhodes and his fellow fashion ca- 
sualties dishing up their arrange- 
ments of “Crystal Ship,” “Ball of 
Confusion,” “911 Is a Joke” and 
other eclectic fare. . . . Industrial 


rockers KMFDM unleash their next : 
release, Nihil, on Wax Trax!/TVT in : 


March... . Billy Taylor and Ram- 
sey Lewis release their next GRP 
albums on Feb. 28... . Wayne 
Horvitz was the perfect choice 
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to play keys on the latest Gary 
Larson televid special, Tales from 
the Far Side. Bill Frisell handled 
the guitar parts. 

ROUND & ABOUT. Even the 


greats slip up now and then. Klaus : 


Schuize was introduced to mem- 
bers of Pink Floyd during their 
German tour last August. Accord- 


ing to our spies, Schulze reportedly 


addressed Floyd synthesist Rick 


Wright as Tony Banks. “Most fun- 


ny for everybody,” wrote the Key- 
board contact. “What laughter!” 


BULLETIN BOARD 
TECHNO INNOVATOR SHOT. 
Wax Trax!/TVT artist Kenny 


Larkin was shot in the stomach 
and severely wounded last Nov. 
18. After surgery and a week in 
the hospital, Larkin was released 
on Thanksgiving to begin recu- 
perating at home. Reasons for the 
assault remained unclear as we 
went to press. Messages may be 
sent to Larkin c/o Art of Dance, 
Box 201, Royal Oak, MI 48068. 


PC MUSIC CLUB. January ’95 
marked the birth of the PC Music 
Club, a British user group dedicat- 
ed to helping musicians stay on 
top of developments in hardware 
and software. Members will re- 
ceive an information package de- 


: Signed to cover their specific 

: needs, based on the gear they 

: own and/or plan to purchase, with 
:; updates sent along every two 

: months. A newsletter will provide a 
: forum for readers to trade ideas, 
opinions, and patches. In addition, 
: the PC Music Club plans to 
sponsor special events in which 

: software and soundcard manufac- 
turers will give demonstrations and 
: sell selected products at discount. 
For more information, call (011-44- 
: 81) 933-2046, fax (011-44-895) 

: 850-128, email matt @states.de- 

: mon.co.uk, or write PC Music 

: Club, Box 587, Harrow, Middlesex, 
: HA2 9EW England. E 


Road Report 


DEREK SHERINIAN WITH DREAM THEATER 


hen last we spoke to keyboardist 

Derek Sherinian, he was circling the 

globe with Alice Cooper (see April 
1990 issue). Since that report, he’s guested 
on Cooper's latest, The Last Temptation, he’s 
toured and recorded with Kiss, and now he’s 
landed one of rock’s hottest synth seats: 
Dream Theater. 

To bring you up to date, longtime Dream 
Theater keyboardist Kevin Moore parted am- 
icably with the band in early ’94 to pursue 
solo endeavors. Jordan Rudess sat in temporar- 
ily, but it was Sherinian who filled the bill for 
the band’s 1994/95 Awake world tour. Al- 
though he’s a hired gun for the time being, 
Sherinian hopes it will evolve into a perma- 
nent position. 

The Audition. “| had one week to learn 
four songs: ‘Pull Me Under,’ ‘Take the Time,’ 
‘Caught in a Web, and | forget the other one. 
| wasn’t very familiar with the band before the 
audition, but once | heard their music, | knew 
| had to have this gig.” Sherinian flew to New 
York and nailed the audition on rented gear. 
“The best advice | can give to anyone going 
through this is to go in, put out a friendly vibe, 
and keep your mouth shut. Let the playing do 
the talking.” Apparently the keyboardist’s per- 
sonality and chops clicked with the band’s. 
“We all went to Berklee,” he says, “and we 
have some mutual friends, so it was a really 
good vibe.” Incredibly, the tour started just 
two weeks later. “I had to learn two hours’ 
worth of material in two weeks — and this 
is intense shit! Every minute | was awake | was 
shedding these tunes, and | played the set tape 
as | was falling asleep so | would get the stuff 
subliminally.” To make matters even more 
stressful, drummer Mike Portnoy caught pneu- 
monia, leaving the band only three full re- 
hearsals before going out. 

Gear. Compared to the monster rigs of yes- 
terday’s prog rock champions, Sherinian’s setup 
is a piece of streamlined beauty. Onstage he 
uses an Oberheim Eclipse, a Korg 01/W, and 
a Roland JD-800. The rest is neatly tucked into 
a rack behind him (see photo). “I use the 
Eclipse exclusively for my piano, and a MIDI- 
fied Korg CX3 layered with an Oberheim OB- 
3 for my organ sound.” Both are routed 
through a Dynacord DLS223 Leslie simulator. 

Patchwork. “Kevin Moore was very help- 
ful. He sent over a JD-800 RAM card that he 
used on a lot of the stuff, which was very cool 
of him. For the rest, | just tried to match the 
sounds as closely as possible.” Onstage, 
Sherinian uses one JD-800 bank per song. “| 
do all of the patch changes by hand. Each time 
| go up and play the set, it’s a routine. You 
know, it’s the same thing as an ice skater who 
works out a routine, except mine consists of 
playing passages, patch changes, and whatever 
else | need to do. After you do it for a few 


PHOTOGRAPHY: MARCUS HANSCHEN 


Sherinian at soundcheck. 
The Oberheim Eclipse, one 
of his three onstage con- 
trollers, eclipses a Roland 
JD-800 and a Korg 01/W. 
Not pictured is a Fisher 
Price one-octave keyboard 
Velcroed to the top of his 
Apex stand. “It’s the cen- 
terpiece of my rig,” he 
chuckles. His rack, from 
top to bottom: Oberheim 
OB-3 Drawbar Expander, 
OB-Mx, pair of Matrix- 
1000s, and Echoplex Dig- 
ital Pro, Furman PL8 power 
module, Kurzweil K2000R, 
Digital Music MX-8, Mack- 
ie CR-1604, Alesis Quadraverb, and Dynacord DLS223. 
Peeking out from the left is a Korg CX3. 


shows, you lock into a groove.” 
Reflections. “One of the things that’s really 
great about this gig is that the guys are giving 
me a lot of room to cut. | get a two-minute 
solo spot, there’s a section in ‘Take the Time’ 
where | do a jazz piano thing, and there are 
solos left and right. There’s a lot of stuff where 
the keyboard is doubling the guitar in unison 
— sixteenth-notes at 220 on the metronome. 
It’s pretty sick. There are a lot of complex 
melodies and harmonies going on, but it’s still 
very, very heavy. If you look out in the crowd, 
you'll see the kids moshing and headbanging 
like they would at a Metallica show. There’s 
something for almost everyone. This is prob- 
ably the coolest rock keyboard gig in the world 
right now.” —Greg Rule 


field through which his arm swept. Unfortu- 
nately, a software glitch shut the sensors down 
exactly as he revealed how the trick was being 
done, and he had to control the rest of his pre- 
sentation using a more primitive digital system: 
his finger. 

Atari founder Nolan Bushnell followed with 
a very funny talk on the history and potential 
pitfalls of the video game industry. Then com- 
puter music pioneer Max Matthews recapped 
the history of digital synthesis, somehow leaving 
out everything between 1965 and the DX7. Fi- 
nally, filmmaker/special effects artist Douglas 
Trumbull, now vice-chairman of Imax, spoke 
about current and upcoming technologies in 
ride films and virtual realities. 

Lunch speaker was Quincy Jones. Along 
with an overview of his own lengthy production 
experience, he offered a heartfelt plea that un- 
derprivileged children not be left behind as the 
digital revolution zooms ahead. 

The day’s third seminar, introduced by Me- 
dia Lab founder Nicholas Negroponte, was 
an odd duck combination of business and gov- 
ernment called “Infrastructure For Creativity.” 
Jane Alexander, head of the National Endow- 
ment for the Arts, strongly argued that art and 
technology should improve the quality and 
character of people’s lives, not merely expand 
the status quo. Michael Schulhof, president 
and CEO of Sony Corporation of America, left 
everyone blinking as he gave a content-poor 
PR pitch for Sony that would have been more 
appropriate at a stockholder’s meeting. Last 
up was Raymond Smith, chairman and CEO 
of Bell Atlantic. He lit up everyone's eyes by 
detailing the upcoming development of billions 
of dollars’ worth of interactive fiber-optic net- 
works, which by federal law will have to be 
at least 50 percent public access in terms of 
content providers. 

The conference closed with Penn & Teller, 
assisted by a road crew of MIT techies. Using 
Gershenfeld’s sensor technology (which 
worked flawlessly this time) and computer mu- 
sic systems designed by Machover, the two co- 
median/magicians set out to raise the spirit of 
Houdini. They didn’t, of course, but they did 
conjure lots of laughs and a shining example 
of the art/technology merger that the confer- 
ence was all about. 

After that, it was off to the Media Lab itself, 
for drinks, food, conversation, and hours of 
wandering the halls and looking at the latest 
research demos. In a way, this unstructured 
sharing was the rea! point of the conference, 
and all the rest preamble. What wild schemes 
and visions may have been hatched among 
these corridors and computers? For at least 
some of the answers, we'll have to wait until 
next time. 

——Connor Freff Cochran 
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Here's a sample of the thousands of 
name-brand products you'll find in 
every Musician’s Friend catalog. 


Korg X3 Workstation 


Tascam 424 
Multi-Track Recorder 


Korg 01/W Prox 
Workstation 


Tascam 464 


2 — Korg X2 79-Key - 
Siete. : Workstation Aer cc rra 


is che assis inecba 


E- Mu 9031 

Proteus MPS Plus 
Tascam 488 
8-Track Recorder 


& 


Roland EP-9 
__\Digital 88-Key Piano Fostex X-18 
Multi-Track Recorder 


Fostex X-18H 
Multi-Track Recorder 


Kawai X30 Personal 
Keyboard 


Kawai X40-D 3D 
Personal Keyboard 


| ing gear available today. You'll get ‘Studio valued at mo 1$ Tascam DA-30 MKII 
7 everything you need to record your —™ oe om ; DAT Recorder 
: — a digital multi-track recorder, | ANN DRIVE a 


B nal | processors, synthesizer and drum > ._ . ios Sy rostex 280 
machine - even the cables, racksand — gam 4 aes a Multi-Track Recorder 


| stands get it all up and running! Sony 


I Every time: youorderfrom | Vacs clone yan 170 ; " 2 ma! = reiag 


DAT 
Musician's Friend, your name 


is automatically entered to win. ] . w | FOUR HP RTE 


Each time you order, you increase | B= Tascam Porta 03 
your chances of winning! — = sFhlUlUlmltmt~—~CSS a Mini Studio 


Akai DR4d-340 


Order between February 10, 1995 and Disk Recorder 


‘December 31, 1995, and you'll automat- 


ically be entered to win! Musician’ s Friend Ultimate Fantasy 


- Studio T-Shirts (300 winners) 


All Orders Shipped 


Roland JV-1080 
Super JV Synthesizer 


Lee i ae 


Shure SM-57 Cakewalk Pro 3.0 
Instrument/ j aaa for Windows® 
Vocal Mic Roland SC-88 


Sound Canvas 


10 Pack/ 

Maxell : Quik-Lok 

30-minute ; QL-606 

Blank Keyboard 

Cassettes Stand 

Kato Roland R-8MKIl 

Tadhinics Rhythm Composer 

ATH-M2X onl Quik-Lok M 

Headphones Di Tech BS-619 

Sere Universal 

Vocalist Il Processor X-Stand 

Sony 

MDR-7506 

Headphones 


DigiTech VHM-5 
Vocalist Processor 


ART FXR Elite | mf jess , 

Multi-Effects Processor Keyboard Stand | : | 
Spirit Foli ee : ee 
RAC PAC Mixer ART FXR GREAT VALUE, SERVICE 


Multi-Effects Processor IR eCrircrTrinaAl elem 

Fatar Studio 610+ More that ee SELECTION  ...... 

keyboard Coneline __ © Toll-free ordering 7 DAYS A WEEK e Full technical support 
and customer service ¢ Customer satisfaction ¢ Immediate 

up-to-the-minute inventory and price information _ 


FULL COLOR CATALOG FEATURING... 
e Detailed product descriptions e In-depth reviews of 
products e A huge selection of quality brand name equip- 
ment including guitars, basses, amps, keyboards & MIDI, 
software, effects processors, recording equip- 
ment, PA gear, books, videos 
and tons more... 
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r 
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12-Channel Mixer Keyboard Controller 


Curzweil KMP-1 
icroPiano Module 


Fatar MP-1 MIDI 
Pedalboard Controller 


Advanced Gravis 
ae : Joy-to-MIDI Adapter 
E-Mu 9045 

Vintage Keys 


Po reer cnn senet ciclo ARE 


Hamilton KB1D 
Music Stand 


E-Mu 9053 Morpheus 
ZPlane Synthesizer 


MQX PC MIDI Card 


Meany 


it easy to order today and 


FACE 


BY MICHAEL MARANS 


usic Industries is offering two 88-note weighted-action MIDI master controller key- 

boards, the Studio-900 and the Studio-1100. The 900 ($1,295 for the cabinet version, 

$1,395 in a road case) features a mod wheel that can be programmed to generate 
any MIDI controller message, including continuous controllers, aftertouch, and program 
change and bank select commands. The 1100 ($1,695 for the cabinet version, $1,895 in 
a road case) features the same programmable wheel as the 900, plus aftertouch, four zones, 
a master volume control slider, a programmable slider, a programmable CV pedal input, 
and MIDI merging. 
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fter what a company spokesperson termed 

“a constipated development cycle,” Mackie 

has finally released the LM-3204 rack- 
mount line mixer ($995). The unit features 16 
stereo input channels, each of which has elec- 
tronically balanced inputs (capable of accepting 
—10dB or +4cB signal levels), two stereo and two 
mono aux sends, a mute/alt output switch, three- 
band EQ, asolo switch, anda signal presence/ 
overload LED. Two mic preamps (with phantom 
power) can be patched into any input channel. 
The master section offers four stereo aux returns 
and a separate control room monitor level control. 
Plans are in the works for an expander module; 
up to four expanders can be daisy-chained, for 
a total of 80 inputs. 
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ammond/Suzuki jumps on the 

General MIDI bandwagon with the 

introduction of the GM-1000 sound 
module ($795). The half-rack-size module 
features 368 patches (128 GM, 138 varia- 
tions, including a variety of Hammond organ 
sounds, and 102 drum voices arranged in 
nine kits), 32-note polyphony, 16-way multi- 
timbral operation, and built-in effects, 
including reverb, chorus, Leslie speaker sim- 
ulation, echo, flange, and delay. Also includ- 
ed is a serial connector for interfacing the 
unit directly with Macs and PCs. A bonus 
for XB-3 owners: The GM-1000 can slide in 
behind the removable panel at the XB-3's left 
side; its MIDI cables are then connected to 
the XB’s accessory panel. This setup elim- 
inates the nasty mess of stacked instruments 
and tangled cables normally associated with 
today’s music-making. (We shudder just 
thinking about it.) 
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eeeerereseccceseeses 


ightSpeed is now shipping their 4000DX, 2000DX, and 900DX wireless microphone 
systems. The units feature proprietary tone-encoding (dubbed TSQ) for anti-interference 
reception, and “Inclusive Noise Compression” noise suppression. The 4000DX offers 
two dual tuner diversity receivers and an integrated antenna combiner; the 2000DX has 
a dual tuner diversity receiver; the 900DxX is a single tuner. Prices range from $650 to $1,250. 


SEE MANUFACTURER CONTACT LIST ON PAGE 23. 


Software 


s Cakewalk Professional a bit too much sequencer for your 

needs? Maybe you should check out Cakewalk Express, 

Twelve Tone Systems’ latest addition to their popular line 
of sequencers for the PC. Express, priced at only $89, is de- 
signed for the home music enthusiast. Users can record, edit, 
and play back music without an external MIDI device; all 
that’s required is a Windows-compatible soundcard. (You 
can, if desired, use the included soundcard MIDI adapter 
to talk to external devices.) The software supports the playback 
of digital audio files, MCI commands, and Video for Windows 
.AVI files, allowing you to add sound effects, animation, and 
video to your music tracks. 


PPrrrrrerrrereeeeeeeeeECO eee 


Digital oie 


Sound Labs has announced the QXpander plug-in 

for use with Digidesign’s Sound Designer II, Pro Tools, 

and Session 8 systems for the Mac. The software, 
which uses QSound’s patented localization algorithms, is a 
professional-quality sound field expander that extends the 
perceived soundstage beyond the physical positions of the 
monitor speakers. Introductory price: $295; $395 after March 
31, 1995, plus $25 shipping. 


PPrrrrrererrereeereeereee ee 


Now Shippin 


e gave you a sneak preview of Akai Digital's 

DD1500 digital audio workstation in the January 

edition of Interface. At the time, there were no 
prices set: Now we're back with a second look. The basic 
16-track system, which includes the mainframe, the controller, 
the SMPTE/EBU interface, biphase sync, video sync, RS422 
machine control, DSP, four analog inputs and outputs, four 
digital inputs and outputs, and 16Mb of RAM runs $17,825. 
The expanded system, which offers 12 analog and digital 
inputs, 16 analog and digital outputs, 16 channels of real- 
time EQ, and 64Mb of RAM, runs a cool $26,250. A basic 
DD1500 can, of course, be upgraded with a variety of op- 
tions, including analog inputs and outputs (set of four, $1,570), 
digital AES/EBU I/O (four channels for $550), 1.3Gb MO 
drive ($5,475), 16 channels of real-time EQ ($780), and RAM 
($615 per 8Mb). We suggest buying the basic system for your 
loved one’s birthday, then surprising him or her all year long 
with upgrades — a couple of extra inputs for Christmas, some 
EQ for Valentine’s Day, and maybe an MO drive for that mo- 
ment when you really want to tell that special someone just 
how much they mean to you.... 


injammer Software recently released version 4.0 of Winjammer 

Professional ($199), a MIDI sequencer for Windows that the com- 

pany modestly proclaims to be “the friendliest and most powertul 
multimedia sequencer.” Normally we put new software revisions in our 
“Updates & Options” section, but we completely overlooked the Winjammer 
in our December ’94 Music Software Buyer’s Guide — oops. By way of 
apology, here’s a rundown of the program’s capabilities: 64 tracks, 16 MIDI 
output ports, up to 768 ppq resolution, cut/copy/paste track and song editing, 
piano roll editing, event editing, graphic controller drawing/editing, notation 
scoring and printing, programmable faders, support for .WAV files and MCI 
commands, SMPTE sync, pattern (groove) quantize, and jukebox-style play- 
back of multiple files. 
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hile were talkin’ Digidesign, the company has announced that 

the software plug-ins from Apogee Electronics, Arboretum Systems, 

Crystal River Engineering, Jupiter Systems, Lexicon, the afore- 
mentioned QSound Labs, and Waves will all be compatible with TDM 
and the new Pro Tools III system. Similarly, MIDI sequencing/digital audio 
packages from Emagic (Logic Audio), Mark of the Unicorn (Digital Performer), 
Opcode (Studio Vision Pro), and Steinberg (Cubase Audio) will also be 
supporting the system. 
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inf@rFACE 


he Italian company Viscount (U.S. distribution by American Keyboard 

Products) will be introducing three new products (prices unavailable 

at press time). The RD-800 Active Data Filer is a Standard MIDI 
File recorder that allows edits, such as transposition, block repeat, and 
track muting, to be performed on the file. The Maestro MIDI Notebook 
can display lyrics, MIDI data, and chords in either keyboard or guitar 
format (plus inversions), in sync with the playback of Standard MIDI Files. 
The MF-01 Song Worker combines many of the functions of the RD- 
800 with a General MIDI tone module that features 28-note polyphony, 
355 sounds (including nine drum kits), and 16-way multitimbral operation. 
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ufacturer with the keyboard of another? Sometimes 

they work, but more often they don’t. If you're tired 
of taking chances, check out the Rolls RFX402 stereo 
volume pedal ($50), which also features dual CV outputs, 
allowing it to do double-duty as an expression pedal. 
Two CV formats are supported, making the pedal com- 
patible with a great majority of keyboards and MIDI ped- 
alboards that accept CV input. 


= try to use an expression pedal from one man- 
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he Slide Music Company has released 

, Visual Volume, a pedal that uses LEDs 
to provide a visual cue as to the pedal’s 
setting. The pedal features studio-grade slide 
pots, two inputs, two outputs, and a direct 


output for connection to a tuner. $139.95; 
for a limited time, available direct for $89.95. 
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e know this issue won't hit the newsstands until after 

the January ’95 National Association of Music Mer- 

chants convention in Anaheim, but we're writing this 
in mid-December. Such is life on the MIDI infobahn. . . . 
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f you've ever tried playing strummed guitar parts on a MIDI 

keyboard, you know just how difficult it is to make them sound 

convincing. The Digitar, from Charlie Lab (U.S. distribution 
by RiCharde & Co.) makes it a snap to create realistic sounding 
guitar parts. You simply plug the Digitar (projected price, $449) 
into your MIDI keyboard or sound module, dial up a guitar 
sound, and strum away on the unit's “strings” while holding 
down the desired chords on the keyboard (or play them from 
a sequencer). The hip part is that you don’t need to know any- 
thing about guitar voicings; the Digitar has the ability to read 
simple three- or four-note chords and automatically generate 
the proper voicings (it can also read your fingering directly). 
Programming modes allow fret noise, thumps, palm mutes, and 
so on to be added to the sound. 
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oce, makers of the Micro B II organ module, will be dis- 

playing the V3 professional organ module (price to be 

announced). The unit, which is designed to emulate Ham- 
mond B-3 sounds, features real-time drawbar capability via MIDI, 
an effects loop and stereo output for the rotary speaker simulation, 
tube-style overdrive, speaker cabinet simulation, EQ, non-volatile 
patch storage, and multitimbral operation. 
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Pedalmania 


tar sound in a home MIDI studio, as there’s rarely 

enough space to set up an amp and crank away. 
The Morley JD-10 overdrive/distortion pedal may 
be the answer. The $198 unit can function as a 
speaker simulator, humbucker emulator, pre-amp, 
EQ, line driver, and headphone amp; its output can 
be fed directly to tape, thereby eliminating the need 
for an amp and mic. 


| t's always been problematic to get a good rock gui- 
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GS2 MIDI switching units, designed for guitarists who want 
to control their effects pedals’ configuration and amplifier 
footswitch settings via MIDI. GS8: £212.75; GS2: £140.38. 


Fs Kenton Electronics in the U.K. comes the GS8 and 


SEE MANUFACTURER CONTACT LIST ON PAGE 23. 


Soundcard News 


-mu Systems has released the first in their series or the user interested in customized sounds, Creative Labs (E-mu’s parent com- 
of SoundFont banks. In case you've been living : pany) is offering the Vienna SF Studio, a software package for creating, editing, 
under a rock for the past while, SoundFonts_ and downloading sounds into the AWE32. Utilizing SoundFont technology, 
are banks of samples that can be downloaded into : Vienna SF allows manipulation of volume, pitch, timbre, tuning, and effects, as 
compatible computer and multimedia platforms, : well as supporting multisampling and layering. The new software will be bundled 


such as Creative Lab’s Sound Blaster AWE32 (re- : with the Sound Blaster AWE32, and available as an upgrade (for a mere $13.95) 
viewed in our Oct. 94 roundup). The library present- : for AWE32 Value Edition owners. 

ly includes musical instruments (7' and 9' grand : 

pianos, B-3, rock guitars, drums, assorted wood- 
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winds, and world instruments) and “haunt fonts,” nsonig announced the availability of the Soundscape Daughter Board, which 
a set of scary instruments and assorted ghoulish allows 16-bit FM soundcards that have a 26-pin audio expansion connector 
sound effects. Sets are $29.95 each, with all seven : to be upgraded with the same wavetable ROM found in the company’s Sound- 
sets for $179. E-mu plans to release ten to 20 ad- : scape soundcard (see review, Oct. '94). Ensoniq also announced that the Soundscape 
ditional fonts on a monthly basis; a CD-ROM of : is now being included in Human Machine Interfaces’ Sound Operating System, a 
fonts is planned for early 95. : digital audio development tool for MS-DOS. 
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e Music Game, from Microforum, is an in- 
teractive CD-ROM “edutainment” game de- 
signed to make it fun to learn music theory. 

Featuring state-of-the-art animations, over 1,000 mu- 
sic samples, and over 200Mb of “celebrity” voice 
clips (including keyboard notable Oscar Peterson), 
the Music Game covers such basics as the grand 
staff, sharps and flats, note/rest values, Common no- 
tation, keys on the piano, basic fingering, rhythm 
patterns, time signatures, and dynamics. There are 
also sections on orchestral instruments/families, clas- 
sical composers, MIDI, and electronic keyboard in- 
struments. Up to four users can play at once, or you 
can “compete” against the computer. The downside 
to what otherwise sounds like a fun product: Present- 
ly, the Music Game ($39.95) is only available for 
the PC, meaning that Mac users will have to learn 
their theory the old-fashioned way — either that, 
or become drummers. (It’s a joke, okay? A joke.) 
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ntersound Multimedia has a new interactive CD-ROM for PC called Record Producer, effen Records is now playing in the CD- 
in which you can create “original” versions of hit records — sing your own vocals, ROM game arena. Their debut title: Vid Grid 
change tempos and styles, mix different tracks, and so on. The $69.95 disc comes (PC), in which the user must unscramble a 
with six hits — including that all-time classic, “Achy Breaky Heart.” $ divvied-up music video before the video ends. 


$34.95, and undoubtedly worth every (yawn) penny. 
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InterFACE 


Piano Notes 


aldwin is introducing a new line of digital pianos that 

will feature sound enhancement electronics by Barcus- 

Berry (a.k.a. BBE Sound), makers of the BBE Sonic Max- 
imizer product line. A number of companies have licensed BBE 
technology for use in their products, but Baldwin is the exclusive 
licensee for the home digital keyboard instrument market. 
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sound Bytes 


igital Informative Data: Ultrason K2000 (Kurzweil K2000): 

Vol. 1, Retro Textures, $34.95; Vol. 2 VAST Future, $34.95; 

Vol. 3, 70mm Adventure, $49.95. WaveSeries (Korg Wave- 
station): Vol. 4, Avant Garde Textures, Part 2, $29.95. Ultrason 
TG500 (Yamaha TG500 and SY85): Vol. 1, Studio Selectives, 
$34.95. UltraBeat (E-mu Procussion): Vol. 2, Studio Stacks, 
$34.95. All titles available on Mac, PC, and Atari ST/TT/Falcon 
disks with self-loader program. 
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roving that you can’t have too many bases covered: BBE just an- 

nounced the 4000N Planar Wave Pickup System, designed to pro- 

vide an efficient, high-quality, low-cost solution for miking acoustic 
piano. The $299 system consists of a control unit and a small pickup 
that attaches to the piano soundboard using an easily removable adhesive. 
Features include full-spectrum frequency response with even response 
across the keyboard, high isolation and signal-to-noise characteristics, 
high- and low-Z outputs, and approximately 2,000 hours of battery life 
(power is provided by a standard 9V battery). Despite the pickup’s small 
size (about 2-1/4" x 1"), reportedly only one is needed for optimum response. 
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ith sister themes of “No room for a grand piano?” and “Can’t 

play a note?” Yamaha kicked off the campaign for their new 

compact “room-friendly” DA1 Disklavier grand piano. The in- 
strument’s small size is touted as a solution for apartment dwellers who 
don’t have enough room for a grand piano, and its player-piano capability 
is aimed at those whose chops perhaps aren’t a match for the pre-recorded 
3.5" floppy stylings of Chick Corea, Peter Nero, and George Gershwin, 
to name a few of the available PianoSoft artists. Our favorite quote from 
their literature: “After dinner, perhaps over cappuccino, you might like 
to hear some current show tunes. . . .” With its $23,995 price tag, this 
hideaway/no-play is obviously designed for those who live in luxury apart- 
ments. (Cappuccino not included.) 


POCO OOOO COLO ODO DOES OL OOOO OOO OTOOS OOOO OOOO OLE ODO OOO SSO OOOO OOO OOCEOOOOOO OOOO OOOO ODOC OOOO OOO OCOO COC OCOE OOOO OOOO OOOO ODO CO COCO COCO COE LCOS 


oung Chang is introducing the U-131 52" upright piano (ebony 

finish, $5,940; walnut finish, $6,180), which features a maple 

soundboard liner for enhanced tone. This is undoubtedly going 
to be a bigger success than the earlier U-13.1 5-1/2" model, which had 
a soundboard lined with maple syrup. 
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yntaur Productions: Now distributing Ensoniq’s SLT libraries for 

the EPS/ASR family of samplers. Thirteen ten-disk libraries are avail- 

able, from contemporary to classical to sound effects, plus two sets 
covering the entire Mirage sample library; $74.95 per set plus $4 shipping. 
Syntaur is also now distributing the complete Casio sound libraries for 
the VZ series synths and the PG-380 guitar synthesizer. Sounds are available 
on disk in Mac, PC, Atari, and Alesis Datadisk. Casio RC-100 — RC-150 
libraries (128 single and 128 operation patches each), $39.95 per set; 
PG-380 libraries (128 single patches each), $39.95 per set; VZ-1 and 
VZ-8M (64 single and 64 operation patches each), $29.95. All orders 
should include $4 shipping. 


The Lauriston Report 


e Infamous Pentium Bug. If you’ve bought or have been con- 
sidering buying a PC with a Pentium CPU, you've probably heard 
the news about a bug in that chip. Most news reports haven’t 

described the bug very accurately — not surprising since the only 
people who can really understand it are hardcore computer geeks, 
few of whom are capable of explaining technical matters in plain 
English. In a nutshell, when performing a few specific types of cal- 
culations (notably division) on specific pairs of long numbers, the 
buggy chips give an answer that is off by a tiny amount. For example, 
4,195,835 divided by 3,145,727, which (rounded off to four decimals) 
should be 1.3338, is calculated by the Pentium as 1.3337 (about 
0.006% short of the correct answer). 
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ew Macs. In a oneupsmanship move against Intel’s 1OOMHz 
Pentium, Apple Computer has introduced the PowerMac 
8100/110. The new top-of-the-line model uses a 110MHz, 
clock-tripled version of the PowerPC 601 CPU. The $6,379 (ouch!) 
standard configuration includes 16Mb RAM and a 2Gb hard drive. 
Beyond those two items, it’s the same as the 8100/80/CD, except 
that Apple has fixed a problem in the Nubus slots’ burst mode that 
caused problems with some high-end digital video boards. 
By the time you read this, Apple is expected to have upped the 
clock speed on the cheaper PowerMac models as well, with the in- 
troduction of the 6100/66 and 7100/80. 
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ammond/Suzuki: Version 2.0 for the XB-2 adds over 25 new features/enhancements, 
including programmable rise and fall times for the Leslie simulation, independent 
upper/lower manual pitch-bend ranges, 16 volume levels of percussion, MIDI transmission 
of drawbar changes, expanded memory for preset banks, and a host of MIDI functions. A 
number of other enhancements, such as percussion key-tracking, have been made that allow 
the XB-2 to more accurately recreate the characteristics of the original B-3 (contact dealer 


for price). 


According to Intel, only around one in nine billion pairs of num- 
bers is calculated incorrectly; IBM (not exactly an unbiased source, 
since it is manufacturing Pentium clone chips for NexGen and Cyrix) 
claims that the number is more like one in 100 million. This is a 
very serious problem for some users — you wouldn’t want to design 
an airplane or trade margins in the international currency markets 
with a buggy Pentium. But most PC users will never encounter the 
bug, and don’t do the kind of work where such slight inaccuracies 
would be a problem. 

Software patches to fix the bug are available for downloading from 
CompuServe and other on-line services. 
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iny CD-ROM Changer. Tired of having to fumble with jewel 

cases and caddies every time you want to swap CD-ROMs? 

Relief is on its way from Panasonic/Matsushita, which will start 
selling a five-disc changer (price to be announced) later this year. 
The quad-speed unit will switch between discs automatically in a 
reported maximum of three seconds. Instead of using a cartridge, 
the caddyless drive gives each disc its own eject button. The unit 
is the size of two regular CD-ROM drives stacked one on top of the 
other, so it can be installed internally in systems that have an empty 
full-height drive bay. —Robert Lauriston 


COCO SOE EEE ESSE EEE OEEEEEEEE SEES EE EEEEEE SES ESESSSESSESOSSSSSESESSEOSSES SO SSESESESSESOSHSESESOHHOESE SESE OOOO ESESEESHHEEEESESEOD 


ump! Software: Version 1.5 of Con- 

certware is now available for both 

Macs and PCs running Windows. 
New features include an on-screen key- 
board and transport controls. V. 1.5 comes 
bundled with the CD-ROM tutorial “Mak- 
ing Music.” $159. 
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Contacts 


Akai Professional, U.S. distribution by IMC: Box 2344, Fort 
Worth, TX 76113. (817) 336-5114; fax (817) 870-1271. 

ART: 215 Tremont St., Rochester, NY 14608. (716) 436-2720; 
fax (716) 436-3942. 

BBE: 5381 Production Dr., Huntington Beach, CA 92649. (714) 
897-6766; fax (714) 896-0736. 

Charlie Lab, U.S. distribution by RiCharde & Co.: 140 Aviation 
Way, Watsonville, CA 95076. (408) 688-8593; fax (408) 
688-8595. : 

Creative Labs: 1901 McCarthy Blvd., Milpitas, CA 95035. (800) 
998-1000, (408) 428-6600; fax (408) 428-6699. 

Digital Informative Data: Box 4635, Station E, Ottawa, Ontario, 
Canada K1S 5H8. (613) 821-4962; fax (613) 821-4980. 

E-mu Systems: 1600 Green Hills Rd., Box 660015, Scotts Valley, 
CA 95067-0015. (408) 438-1921; fax (408) 438-8612. 

Ensoniq: 155 Great Valley Parkway, Malvern PA 19355. (215) 
647-3930; fax (215) 647-8908. 


Hammond/Suzuki USA: 733 Annoreno Dr., Addison, IL 60101. 
(708) 543-0277; fax (708) 543-0279. 

Jump! Software: 201 San Antonio Circle, Ste. 172, Mountain 
View, CA 94040. (415) 917-7460; fax (415) 917-7490. 

Kenton Electronics: 12 Tolworth Rise South, Surbiton, Surrey 
KT5 ONN, U.K. 0181 337 0333; fax 0181 330 1060. 

LightSpeed Technologies: 15812 S.W. Upper Boones Ferry Rd., 
Lake Oswego, OR 97035. (800) 732-8999, (503) 684-5538; 
fax (503) 684-3197. 

Microforum: 1 Woodborough Ave., Toronto, Ontario, Canada 
M6M 5A1. (800) 465-2323, (416) 656-6406; fax (416) 
656-6368. 

Music Industries: 99 Tulip Ave., Ste. 101, Floral Park, NY 11001. 
(516) 352-4110; fax (516) 352-0754. 

Ni-Cu Musicelectronic: Flottbeker Drift 21, 22607 Hamburg, 
Germany. 49 40 822 6061; fax 49 40 822 6228. 

QSound Labs: 2748 37th Ave. N.E., Calgary, Alberta, Canada 
T1Y 5L3. (403) 291-2878, (213) 876-6137 (Los Angeles); 
fax (403) 250-1521. 

Rolls: 5143 S. Main St., Salt Lake City, UT 84107. (801) 263- 
9053; fax (801) 263-9068. 


Slide Music Company: 11 Bedford Ave., Ste. 2-G, Norwalk, 
CT 06850. (800) 686-3317; fax (203) 845-0333. 

Syntaur Productions: 4241 W. Alabama #10, Houston, TX 
77027. (800) 334-1288, (713) 965-9041; fax (713) 963-9206. 

Tune 1000: 295 Forest Ave., Ste 1000A, Portland, ME 04101- 
2000. (800) 363-8863, (418) 877-8900; fax (418) 877-9994. 

Twelve Tone Systems: 44 Pleasant St., Box 760, Watertown, 
MA 02272. (617) 926-2480; fax (617) 924-6657. 

Viscount, U.S. distribution by American Keyboard Products: 
2350 Franklin Rd., Ste. 115, Bloomfield Hills, MI 48302. 
(800) 253-0293, (810) 253-0290; fax (810) 333-2808. 

Voce: 111 Tenth St., Wood Ridge NJ 07075. (201) 939-0052; 
fax (202) 939-6914. 

Winjammer Software: 69 Rancliffe Rd., Oakville, Ontario, Cana- 
da L6H 1B1. (905) 842-3708; fax (905) 842-2732. 

Yamaha: 6600 Orangethorpe Ave, Buena Park, CA 90620. (800) 
322-4322, (714) 522-9011; fax (714) 527-9832. 

Young Chang America: 13336 Alondra Blvd., Cerritos, CA 
90703. (310) 926-3200; fax (310) 404-0748. 
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From the rhythm section of Prince’s ‘New | 


Power Generation’ Michael Bland and Sonny #2. 


yy 2 A _-STATICGOLOMINE 2 


HipHop Loops, Ragga Beats, Swingbeat | X-ST ATI c 


Grooves & ol’ Skool Funk Samples - 500+ | 


BREE (1) 


. GCOLDMINE 
Thompson comes a brand new collection of Phat Grooves & Beats, 1000 Rap/Jazz/Funk . = —— 
funky loops that blows away the competition. ®: samples - Over 1500 Kickin Samples (CD- 


Over an hour of loops and breakdowns from. 
the masters of funk. You've heard these guys 
play - need we say more!! (CD-ROM $199.95) 


ONLY $99 95 


ROM has 3000 + MIDI Files + Audio CD) 


WUTC Vy Vy Five-star Review , 


ONLY $99.95 


OFFER 
LIMITED TO 
ONE PER 
CUSTOMER, ; 
WHILE 
STOCKS LAST ; 
aE SO . 
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"Samplemania 2" - the brand new East-West Showcase Sample-CD. 
Packed with samples & demos from nearly all existing & future products. 
It's FREE with any order, and if you buy FOUR products you get ANOTHER Black If Black 
FREE CD of your choice [value up to $99. ve as welll 


ma INDUSTRIAL 2 


Our biggest selling CD in 1994!! D+I 2 isa 2- | 
CD set! featuring Loops, + component samples © 


from each loop, plus the sequence data of . 
each loop on MIDI-file disk. Use the loops as is ! 
- or customize the loops with the MIDI Files!! 


. Kickin’, Mid+Slo Jamz, Garage/House loops, 

F Reggae loops, Stereo vocal blocks, Sax + 
. Trumpet licks, Guitor licks, Bass lines, FX, 
B Percussion loops, Rare snares, Ragga, Swing, 
~ Disco and morel! ALSO AVAILABLE VOL.2 


ONLY $99.95 


waeaape 


HH. _ ‘ats are provided in up fo 5 . 
: Vossen pape q 

_ by mulfr-samples on CD 2 - funky bass loops! 
2-CD SET $99.95 _— 


TEAO-G ETHNIC? =| 


The producers of the highly successful “Zero-G 
Ethnic” sample CD have been roaming Africa, 
India and the Far East for 2 years in pursuit of 
material for a new disc. This is the result, with # 
all samples recorded “in the field”. An . 
enormous collection of ethnic rhythms and & == 
instrument rifts for dance and related styles. 


ONLY $99.95 
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SOUNDWAREHOUSE 


UVER SOO-SAMPLE COS & CD-RO 
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ZERO-G VINDALDOPS 


Zero-G ‘Vindaloops’ is a spicy concoction of 
Indian percussion loops, single shot hits and 
authentic Bhangra instrumentation and 
effects. We envisage these samples being 
used in the widest range of musical styles 
imaginable including Dance, Ambient and, of 
course, Bhangra. HOT OFF THE PRESS! 

ONLY $99.95 


~ S.SSWATAALLSA 


eh eee We 
cA 5 a 
(3.40402 40 


rar ac a a 


1°40) 


SIEDLACZEH'S - ORCHESTAR bom) SLY DUNBAR - REGORE EZ HALLELUJAH ' 


Peter Siedlaczek’s Orchestra features samples | Panqampeting oy , __ The world’s # 1 Reggae drummer/Producer There is no other sample CD like this one! . 
of full orchestra in a large concert hall. The § O RC r EST RA The styles & sounds are simply overwhelming Superbly recorded all over the world - 

orchestra and string sections were recorded | Samat it Meiiiea dereee . _—-*700 loops *500 MIDI Files on floppy disk includes NUNS from Kasachstan, Gregorian 
playing various notes, chords, and short © ayy @yy _ 9200 impossible to find authentic Dancehall + | Choirs, Baritone, Tenor & Bass solo voices (all 
progressions. “The quality of the recordings, Bhangra beats *Reggae *Ska + DNA files multi-sampled), Gospel choirs + vocal lines & 


both alone and when loaded on a sampler, is fe = ; | hooks, Jamaican Ragga Muffin etc. etc. CD - 
perfect” KEYS (CD-ROM now only $199.95, kexerer or: Five-star Review 77 minutes of material - CD-ROM ($199.95) 
ONLY $99.95 


OOO Firestor Review i ONLY $99.95 


NEW LOW 
Aesaconiy 


IP CATALOG FE 1 | mmm mace 


THE WORLD'S FINEST SELECTIONOF © 


SAMPLED SOUNDS ON CD & CD-ROM 


._ EVEN BETTER than its predecessor - It fills in 
all the gaps left by “The FUNKY ELEMENT” so 
Wem. between the two you've got all areas _ 

F covered! A FUNK workstation - i's rough, but 
. it's definitely ready - Sound quality tend 
B towards the antique, giving a pretty 
| consistent warm character - it's BAD!! 


ONLY $99.95 


Brass Super Section consists of multi-sampled 
brass which allows you to combine various 
horn sections and play them on a keyboard in 
unison. The timing of the playing is perfect 
, and everything is pitched in an identical . 
f? manner - if you need brass - nothing 
= compares to this!! (CD-ROM only $199.95) 


“al ONLY $99.95 


MEGABASS REMIX 2 , HICHIN LUNATIC BEATS =k 
The sequel to the highly successful best-seller | . Keith Le Blanc’s ‘Kickin’ Lunatic Beats’ . 
features a wide range of styles including # 
& Darren Ash] - this one features more . qj HipHop, Funk, Jazz, Rock, Reggae, Swing, , 
incredible rave loops, scratch toolkits, Vox | Fusion, Cyberpunk. Keith's credits Include ® 
choral, sung + chanted, FX, Ambient, Acid, . | ___ James Brown, REM, Mick Jagger, Annie , 
Synth, Bass, Drums + more. Remix 1 is our ® ___ lennox, Seal, 808 State, Bomb The Bass - that F 
best selling CD for fast loops - THIS IS BETTER! a see will give you some idea of what to expect! 


ONLY $99.95 ONLY $99.95 


‘Remix 1” from UK’s Megabass (Martin Smith © 


ORCHESTRAL COLORS 


XX-LARGE ¥ 


Peter Siedlaczek’s Orchestral Colors creates a | 
new trend: the use of prepared, skillfully & 
arranged orchestral building blocks - similar 
to ready-to-use drum loops. Included is a & 
colorful mixture of hits, finales, passages, J 
layers, atmospheres - a collection of ‘mini- | 


works , which are playable in any key! 
ONLY $99.95 


CLEARMOUNTAIN - DRUMS c 


“Bob Clearmountain’s Drums 2 is as good as 

B it gets! Drums 2 makes copious use of velocity _ 
| switching and this, along with impeccabl 
= sompling quality, puts it into a class by itself 
- EQ REVIEW - “ Drums 2 is top of the heap! 
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the CD-ROM version for only $199.95 
| ONLY $99.95 


NEW LOW 
PRICE!! 


bs GLITAR SAMPLE 
COLLECTION 


A SIEVE 


The ultimate guitar sample collection on } 
CD/CD-ROM from Billy Idol guitarist Stev 
Stevens - incls. Power chords, Chugs, Lead 
Fuzz, Flesh chords, Univibe, Wah, Tremolo, | 
Pitch shifted harmonics, Electric sitar, Ramirez ,: 
Flamenco, Dive bombs, 5ths, Harmonic drags, | 
Doubles, Triads, Open Chords, Special FX etc. 


ONLY $99.95 | 


GIGAPACH | & 


2 CD-ROM PACKS for ROLAND samplers - 
wat Monstrous! Over a gig of mind-blowing 
. sounds in each 2-CD-ROM collection. Every 
# sound imaginable is included in both packs - 
. Vol.1 even includes the entire “Classical 
# Choir” library! and Vol.2 includes all of 
~ “Hallelujah”! all at an incredible price! 


| $399.95 A PACK 


1500 hypnotic loops - HipHop, Rap, House, . 
Techno IN STEREO - Every loop is laid out in # 
sections from 80 to 130 bpm! + the first CD to . 
include a tuning chart so you can adjust each & 
loop fo any bpm you need - fast! A HUGE , 
COLLECTION! Also available on CD-ROM for 
Akai and Ensoniq - $199.95 : 


ONLY $99.95 


GIGAPACH 1&2-HURZWEIL |. 


A 2 CD-ROM PACK for KURZWEIL samplers - | 
Monstrous! Over a gigabyte of mind-blowing | 
sounds selected from the original Gigapack 
double CD-ROMs sets - volumes | & 2. Every 
sound imaginable is here including the best of 
‘Hallelujah’ - all at an incredible price! Here is | 
the ultimate collection for the Kurzweil K2000. 
ONLY $399.95 


‘PERCUSSION INCOGNITO 


|. This library fills in the average producer's 
hi sample repertoire. Key features: Incredible 
.. musical versatility, very large percussion 
selection, masterful playing, over 500 
L. percussion loops with accompanying MIDI-files 
mM (specify ATARI, MAC OR PC formats), with 
E tempos ranging from 50 fo 170 bpm!! + DNA 


CD+MIDI-FILES $99.95 


TECHNOPHOBIA! 


Hard-edged techno + industrial loops + perc - 

Ultra-high standard of production - “It's hard, # 
it’s brash, it’s funky, it’s catchy, it’s well . 
produced, if’s comprehensive, it's... it's.. 
Well, quite frankly it’s brilliant” (Future a J 


Uric ye ve 1 Five-star Review ; 


ONLY $99. 95 


ties Welt RAK ER 


Armando Borg | 


SAMPLEWARE 1 


Perna UE 


EaAsST* WEST 


X-STATIC GOLDMINE 3 


XX-LARGE ¢ - THE HILLER 


A Journey into the Clubs of the World. House, , 
Tekno, Rave, Garage & Jungle. A raving § 


Stereo & Mono Loops - Over 1000 samples | 
Cut from Extensive Programming & Vinyl . 
Manipulation - 1500+ Dancefloor Grooves & F 
Samples. Another winner in the X-Static series jus 

a 


100 MINUTES!!! mostly stereo sounds - plus | 
different monosamples on the left and right # 
side - *750 Synths (chords, organs, voices, 4 
pads) *250 Basses #750 Drumloops (exactly 
tuned and sorted out in BPM-groups of 130 
to 200 [Vol. | covers the slower beats) 100’s 

of classic analog drum machine sounds etc. 


ONLY $99.95 


WILL LEE - REAL BRASS 


Over 1700 performances using many famous 
basses played in an appropriate style. Lifelike 
quality + musicality. All the nuances that make 
# a “real bass” performance: ®"x-notes” 
, e"pats” *slides ¢drops *thumps *harmonics 
®mutes *fingered *picked *thumbed *every 
semitone sampled. (CD-ROM $299.95) 


ONLY $99.95 


ZERO-G PHANTOM HORNS 


New from Zero-G, the dynamic sounds of the 
UK’s most in-demand horn section, The 
Phantom Horns. Packed with riffs, hits, falls, 
swells, multisamples and all the other horn 
elements you'll need to add real brass impact 
to your tracks, it’s a massive selection of up- 
front sounds exquisitely engineered in stereo. 


ONLY $99.95 
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BUY FROM Ws 
RELIABILITY We have been distributing 
sample CDs longer than anyone else! 
QUALITY We distribute only the highest 
quality products from the best developers! 
SELECTION We are the EXCLUSIVE 
distributor for 90% of the world’s sample 
CDs and CD-ROMs, so we can offer you a 


selection that no other company can match! s 


PRICE We guarantee the lowest price - if 
you find any item advertised for a lower 
price within 30 days of your purchase, we'll 


gladly refund the difference! 
CONVENIENCE Find what you want in 


our FREE catalog, call our toll free line, and J 


pay with the credit card of your choice. 
FAST DELIVERY Airborne Express will 
deliver your order the next business day. 
FREE PRODUCTS With your order you 
will get our FREE CD Samplemania! or our 
Showcase CD-ROM with CD-ROM orders. 


a SAMPLEHEADS 


PETER EASHINE - LIVING DRUMS 


What do Steely Dan, Weather Report, Chick | 
Corea, Jaco Pastorius, Bob James and "eye stay ams med 
Michael Brecker have in common? - Peter , ERS KINE # 
Erskine-REAL drum performances, loops and ® i 
multi-sampled drum kits, all immaculately - 

recorded. Jazz, Pop, Rhythm + Blues, Latin - 
it’s all here! - (CD-ROM version $299.95} 
ONLY $99.95 


ORDER INFOIAMMATION 


For fastest delivery use your credit card 


~~ ae 
\ & A 
SOUNDWAREHOUSE 
345 N. Maple Drive, Suite 277, Beverly Hills, CA 90210, USA 


In the USA call toll free 1-800-833-8339 (orders only); from other 
countries call 310-858-8797; or fax us at 310-858-8795. For 
INFORMATION call 310-858-8797. If ordering by credit card 
include your card number and expiration date. All mail orders 
must be pre-paid by credit card or by money order in USA dollars 
drawn on a USA bank. Shipping/handling USA (Post) $4.75 or 
(NEXT DAY AIR) $9.75; Alaska, Hawaii, Canada (Post) $10; other 


countries $20; CA residents only - add 8.25% sales tax. 
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ears after being blinded by science, Thomas Dolby has a clear bead on the future. His sights are set 

on the workstations at his Headspace multimedia firm; his tours lead him not t6 airports and hotels 

but toward electronic apparitions that line the Infobahn. Dolby’s itinerary points inward now, into 
those realms of imagination that today’s musical tools can unlock. 

Picture, for example, a city filled with human drones and lifeless androids. Somehow one robot decides 
to flee this sprawling Ginza. He sails through neon coronas and between towers of steel and glass, and 
dives into a maze of cyborgian sewers. It’s not clear what Mr. Silicon is looking for, but he probably wasn’t 
expecting a reverse replay of the Big Bang, which is exactly what he finds behind one nondescript door. 

This little surprise is just one of the highlights of The Gate to the Mind’s Eye, a 50-minute exercise in 
virtuoso computer animation and the third in a series put out by Miramar. (The previous titles, The Mind’s 
Eye with music by James Reynolds, and Beyond the Mind’s Eye, scored by Jan Hammer, are available on 
video and CD from Miramar.) Stunning images flow throughout Gate: A sinuous tiger prowls a barren ter- 
rain, whales cavort in slow motion through deep green seas, light illuminates hieroglyphics and shadows 
deepen the features of statues in an Egyptian temple. There’s a continuity here, in the same sense that 
dreams thread together: The story is enigmatic but by no means chaotic. 

Or so it seems, thanks to Dolby. The Gate consists of a series of videos, each one independently pro- 
duced with no foreknowledge that it would be included in this package. With the sound turned down, the 
differences between them are evident. But with Dolby’s score playing, a sense of unity pervades. It’s a 
tribute as much to the efficacy of music as to the wizardry of animation. 

The projects now being pursued by Dolby reflect similarly contemporary priorities. He professes nostal- 
gia for the days when he took his act on the road, whether busking on the streets of Paris or rocking the 
Grammys ten years ago with Stevie Wonder, Herbie Hancock, and Howard Jones in an Olympian synth 
quartet. But Dolby’s present is the future, framed on a video screen. Issues today involve not the logistics of p> 
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touring but the stationary epiphanies of virtual 


reality. Forget about building a better mousetrap; 
the new challenge is to build greater interactivity 
into video games. 

As the head of Headspace, a gaggle of com- 
posers, sound effects designers, and other pro- 
fessional visionaries, Dolby has taken on several 
high-tech assignments over the past couple of 
years. He was behind The Virtual String Quartet, 
the first VR classical music performance, which 
premiered in Oct. ’93 at the SoHo branch of 
New York’s Guggenheim Museum. Two months 
later, Double Switch, an interactive movie star- 
ring Debbie Harry, was released with a Head- 
space score. Last Christmas, Interplay released 
Cyberia, a CD-ROM game whose audio side 
was created by Dolby and his staff. 

And there’s more: sound design and music 
for The Dive, a theme eatery opened by Steven 
Spielberg, Jeffrey Katzenberg, and Levy Bros.; 
three ride simulation films scored with Machine 
Head for IWERKS; and a new generation of 
video game software, which Dolby calls AVRe 
(the Audio Virtual Reality engine) and conceives 
of as a means of allowing players unprecedented 
control over the traditionally limited and repet- 
itive music that accompanies video games. 

Passing on virtual burgers at The Dive, we 
invited Dolby back to the corporeal world for 
a byte — sorry, bite — and a talk about where 
he, and a new generation of electronic artists, 
are going. 


{ f ow did you make the initial connec- 

§ § tion with Miramar? 

| went to a screening of the Jan Hammer 
Beyond the Mind’s Eye in Los Angeles, and 
got talking with the director, Mike Boydstun. 
We exchanged cards, then six to ten months 
later he called me and said he was beginning 
to put together the third one and was interested 
to know what my approach to it would be. 
He was concerned that they should keep the 
style of the first two for reasons of continuity, 
but he was also concerned that they shouldn’t 
be accused of sameness, so he wanted to push 
the envelope a little bit. He asked how | 
thought he could best do that. | said that, much 
as | like Jan’s music for Beyond the Mind's Eye, 
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Groundbreaking video images from The Gate to the Mind’s Eye, for which Dolby scored the soundtrack. 


| felt that the format was very much like eight 
or ten MTV videos: four or five minutes of a 
groove, with everything cut into that. | felt that 
it might be more interesting to go with a cin- 
ematic dynamic — in other words, tension 
and release, with some quieter passages that 
allowed the graphics to breathe a little bit. We 
discussed what his options were when it came 
to editing the material that had been submitted 
to him. He said that very often his options were 
limited because computer graphics people 
don’t think like cinematographers. They tend 
to make one continuous master shot, where 
the camera sort of starts in that corner, flies 
around over this bowl of fruit, and ends up 
over there. There are no reverses, nothing to 
cut away to. So your options are limited: You 
either stay with the shot for its entirety, or else 
you cut away from the shot. | felt that might 
be a problem, if you had a constant, pumping, 
adrenaline beat. If the pace was a little more 
like a film score, it might be possible to get 
away with using some of the nicer shots in 
their entirety. 

Who put the visual side together? 

It was actually the output of more than 50 
studios from around the world over the previous 
two years. All of it was intended for other usage, 
such as commercials, ride simulations, game 
intros. Some of them were just academic ex- 
ercises done at universities. In the case of some 
of the architectural pieces, several European 
arts councils had commissioned CGI recon- 
structions of old buildings. For example, there's 
a piece based on the cathedral at Cluny that 
had fallen down 400 years ago. The French gov- 
ernment commissioned a reconstruction of the 
Cluny Cathedral in VR. They still had the original 
plans, so if you go to the site as a tourist, you 
can put on VR goggles and actually move 
around the cathedral. 

So The Gate to the Mind’s Eye wasn’t con- 
ceived as a single project? 

That's right. 

Yet there’s such a sense of flow throughout 
the film. 

Well, number one, Michael is a brilliant ed- 
itor. And number two, we went to great lengths 
to use the sound to smooth over some of the 


stylistic inconsistencies. This is the first Mind's 
Eye video that’s had a full sound design job. 
In fact, two of the Headspace sound designers 
worked pretty hard to come up with some sort 
of creative sound effects applications. In a lot 
of instances, if you watch the piece with the 
sound turned down, you might notice a bit of 
a jump between one shot and another. As an 
example, there’s one scene where you have a 
forward POV [point of view] flying in some kind 
of a craft down a crowded Tokyo street. Then 
you cut from that to a back alleyway where 
these chrome androids are running from an an- 
gry mob. During the forward POV shot in the 
streets, we brought in a kind of a megaphone 
voice that sounds like the android police or- 
dering them home for curfew. It’s prelaid over 
the cut, so you've had a few seconds to get used 
to it before we cut to it. It tricks you into feeling 
you're in the same time and place. 

So a lot of your work involved smoothing 
over transition points. 

Yes. The trick, when we started work on the 
project, was to try and provide a narrative flow. 
When | first went up to Miramar in Seattle and 
looked at the material with Mike Boydstun on 
his AVID [digital video editing system], | was 
very pleased to see that there was a high pro- 
portion of cultural/architectural/historical ma- 
terial, versus the sci-fi androids, space ships, 
and so on. There were also some new textures 
in there, like watercolors or works on canvas, 
which was great because my notion of CGI was 
that it was generally very acidic. Of course, there 
was a lot of POV flying-around stuff and sci- 
fi things — utopian cities, weird androids. That 
was also what turned people onto the first two 
tapes, so we weren’t going to able to gét away 
from that. But we hit onto an idea for a different 
structure when Mike explained to me that with 
these POV shots you really had very few options 
other than to run them backwards. He hit a 
switch on his AVID and ran a shot in reverse. 
Earlier on, he had shown me an animation of 
the Big Bang. | said, “What would the Big Bang 
look like backwards?” We checked it out, and 
it was kind of great; it was like the universe im- 
ploding on itself and going down to black. At 
that point | heard this sort of cosmic wind in 


my head, and | thought, “Ah! I’ve got it. What 
if we come up with a story that civilization de- 
stroys itself and is reduced down to nothingness 
with a few seconds of cosmic wind, then it ex- 
plodes again, and after that everything is beau- 
tifule” That gave us a way to concentrate the 
sci-fi stuff into the first ten minutes. 

Unlike your other solo albums, The Gate 
to the Mind’s Eye mixes songs with extended 
instrumental sections. How would you decide 
which of these approaches worked with specific 
passages of the video? 

It was actually quite 
hard. On the previous 
Mind’s Eye, the tapes 
were purely instrumental, 
though not using the film 
approach. It’s almost like 
they were instrumental 
pieces that had been cut 
to the groove. So | had to 
be fairly cautious with 
sneaking some vocals in. 

In the opening piece, 
“Armageddon,” it was 
natural to have a rather 
foreboding and mysteri- 
ous vocal, rather like in 
the opening of Blade 
Runner [where] you 
might hear a strange, off- 
world, Asian voice, 
maybe emanating from a 
huge electronic bill- 
board. So that was appro- 
priate. But once we had 
established the more 
filmic approach to the 
scoring, the piece after 
“Armageddon,” which starts off with an Aus- 
tralian flute and solo piano, made it much hard- 
er to sneak a vocal back in. | had songs | wanted 
to do, but | didn’t want the songs to distract 
from what was going on. In the case of both 
“Valley of the Mind’s Eye” and “Nuvogue,” | 
wrote specifically for the picture. 

What kind of interaction did you have with 
Mike Boydstun at this stage? 

He was working on his own on the AVID, 


and | was working pretty much on my Mac. 
It was possible for us to make very large, sweep- 
ing changes. | would call him up and say, “You 
know that space station sequence? How would 
that look right after the tiger?” He was just cutting 
and pasting this piece, and he’d say yea or nay. 
Simultaneously, | was taking the entire music 
track and moving it around. Because it was a 
team of two in the authoring process, it was 
possible for us to make some very large-scale 
changes very quickly. In a more conventional 
movie project, there’s a much larger team of 


At work in Headspace with the essential tools of the composer's trade . . . and what's that silly archaic thing behind him? 


people and this narrative that you have to tell, 
so it’s harder to make those kinds of changes. 
With us it was more of an iterative process. 
Based on the pieces he sent me, | would settle 
on a tempo, do a very rough version of a piece, 
and send it up to him. He would adjust a few 
things here and there, then send it back to me. 
This went on through several alterations. It was 
very hard to actually pin down the final cut. 
He would send me a videotape and say, “This 


is the final cut.” I’d go, “Okay, if you’re sure, 
then Ill do my final mixes to it.” I’d do that and 
send it back to him, only to find out that he 
had tweaked a couple of things. I’d say, “Let 
me see it!” In a couple of cases, he let me remix 
to the tweak. It was actually a plane ticket to 
Europe that made me draw the line and say, 
“It’s done.” 

How long did the project take? 

From start to finish, it was four or five 
months. The concentrated work was in the last 
three. When | actually got into a mixing studio, 
| had 30 days to mix 

the entire show. It 
was further com- 
plicated by the 
fact that we 
couldn’t just mix 
down to two- 
track. We were 
actually mixing 
to a Tascam DA- 
88, the reason 
being that we 
had to keep the 
sound effects and 
the music sepa- 
rate to do Dolby 
surround mixes 
for the laser disc. 
It was also com- 
plicated by the 
fact that when 
you have long 
pieces, all of 
which have 
sound effects, 
they had to over- 
lap. They weren't 
cross-faded; they were actually cut into each 
other. It was way too much to take on to mix 
the whole ten minutes in one fell swoop. So, 


using the DA-88, we did what you might call 


a pre-dub. We mixed “Armageddon” to two 
tracks, then we mixed the third piece to two 
tracks, and then the middle piece to two other 
tracks, and the sound effects all the way through 
to two tracks. Then we made a further dub of 
the eight tracks. In some cases, if | needed to 
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remix, I’d go back and remix one passage. A 
few other curve balls were thrown in too, like 
the fact that some of the graphic pieces hadn’t 
been legally cleared by Miramar’s business af- 
fairs department, so | had to wait until the end 
to do this. 

When | realized that | had 30 days 
to finish the thing, | decided I’d have 
to draw up a map of how to do it 
all. | gave myself a full day for “Ar- 
mageddon,” two days for this 
piece, and so on. If | got even one 
day behind, | would be basically 
screwed. On the last morning | had 
a plane out of L.A. at 8:30 in the 
morning, and at 7:15 | was still 
desperately trying to pull the kettle 
drums in one of the pieces into 
time. I'd been up all night, and they 
still sounded way out of time. 
There came a point where | said, 
“If this isn’t it, I’m gonna miss my 
plane.” | had to walk away from 
it knowing that it was not as perfect 
as | would like it to be. 

Obviously you have a wider selection 
of sounds to use than you did at the time of your 
first album, yet the same aesthetic endures even 
on your most current work. For example, you’ve 
always enjoyed floating free piano extemporiza- 
tions over synth backdrops, and the character 
of those piano sounds hasn’t changed much since 
The Golden Age of Wireless. 

Well, a keyboard player recently pointed 
out to me that the Roland MKS-20 is very much 
my distinctive piano sound. | thought about it, 
and | realized that | had used it for several al- 
bums; it’s been my piano module. But there’s 
one piece on this album, “Planet of the Lost 
Souls,” which is very exposed. There’s no way 
| would have wanted to do that with the piano 
module. It’s very rubato, so the benefit you 
would get in a strict tempo from working with 
MIDled piano — the ability to move things 
around and edit single notes — was not nec- 
essary. If | had attempted to play a MIDled piano 
rubato and then gone in to edit it, it would have 
been like opening a can of worms. Basically, 
to get a great piano sound, there's no substitute 
but to sit at the damn thing and go for it. The 
sad truth is, though, that | could have done it 
way better when | was 15 than now. 

How much do you actually sit down at the 
keys and play these days? 

Very little. 

Is live performance a thing of the past for you? 

Well, as Frank Sinatra once said... 
[laughs]. | absolutely adore getting face-to- 
face with the audience. Over the years, I’ve 
actually enjoyed it more and more, to the point 
where on the last tour | did, | completely gave 
up on any desire to reproduce what I’d record- 
ed on my albums. | found a band of musicians 
| liked to play with, whose playing | enjoyed, 
who | liked as people, and | said, “Let’s do 
our version of this song, whatever it might be. 
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If it’s missing a sound or a part, too bad.” | 
sat at a piano, played and sang. | had another 
keyboard player who covered a lot of the synth 
parts. We kept the shows very loose: The set 
list and the structure of the songs changed night 
to night. | got so much out of that tour, versus 


1983, when | toured and everything had to 
be as per the record. We changed things 
around, but if | needed a sound and we didn’t 


have the ability to get it, | would add another 


keyboard and someone to play it; it just had 
to be there. 

The problem with electronics in large per- 
formance is that every element has no knowl- 
edge of the other elements. So some nights 120 
beats per minutes would feel way fast, and other 
nights it would feel way slow. | would strain 
under the knowledge that the show had to go 
on because the video would be out of sync or 
the samples wouldn't match up if | dared change 
anything. When musicians play acoustic in- 
struments together, they adapt in real time to 
issues of tuning, sound mix, the atmosphere 
in the hall. . 

Several of the pieces on Mind’s Eye could 
be categorized as pop songs. Do you still see 
yourself as a pop songwriter? 

That’s hard to answer. Whenever | do an al- 
bum, I’m always very aware that | need to make 
it deliverable. If I’m doing the soundtrack to 
The Mind’s Eye, | think of somebody going to 
a video store, renting it, and putting it on. | think 
myself into that situation and work backwards 
from there. | start with this empty space and 
try to fill it. If I’m writing a pop song, as you 
might say, | think of driving along in my car 
and listening to the local pop radio station. I’m 
not enjoying it very much, but then this one 
thing comes on and | go, “That's kind of cool. 
It's great that this station would play this.” And 
Ill work backwards from there. Artistically, | 
set a higher standard for myself. That came 
about with Astronauts and Heretics. There are 
songs on my first album that are quite intro- 
spective, but often it’s not really me talking; it’s 
this imaginary character, in sort of a novelist’s 


approach. But the songs on Astronauts and 
Heretics are very much in the first person, very 
autobiographical. A lot of the sentiments that 
they contain are directly from my experience. 
| set a standard for myself with that album, so 
if I’m attempting to do a serious song these days, 
it has to come from inside. 
| make a definite distinction. For 
example, if I’m looking at the 
graphics in “Nuvogue” and | de- 
cide to do a sort of Cab Calloway 
feel for it, | know I’m just flexing 
a muscle. It’s like, “Let’s have fun 
with a particular style. We'll get 
some musicians in and relish the 
sound of a three-piece brass sec- 
tion.” But I’m not really expressing 
something that comes from inside. 

Why did you go with real horn 
players on that track, rather than 
synth horns? 

Bluntly, time. The nice thing 
about a tracking date, where you're 
trying to capture the whole sound 

in a single take versus building it 
brick by brick, is that you get these guys 
in the studio, you get a real drum kit and a brass 
section and a piano, and everything is miked 
up, and they play through the song a little bit, 
and it sounds absolutely . . . dreadful. It sounds 
dreadful for a number of reasons: They don’t 
know the parts yet, their chops are not warmed 
up, the mikes are not positioned right, maybe 
the mike preamp is not quite right, the com- 
pressor is overloading. With a good engineer, 
you can get right to the source of each problem. 
Over the course of a session, you're looking 
at your watch, you’re worrying about the 
amount you're going to have to pay these guys, 
and so on. But you're honing in on the essence 
of a piece of music, and finally there comes 
this point where you go, “We should tape this.” 
And you know that from there on, any one of 
them might be the take. 

You end up with maybe four or five. You 
get the guys out the door, you say your good- 
byes, then you come in, disassociate a minute, 
and listen to the four or five takes you’ve got. 
And one of them is the song. Once you make 
the decision that this is the one, you don’t zero 
in on the kick drum sound or how in time or 
in tune a given note is. Chances are, if it’s the 
one, it’s because it all came together. Everybody 
was hearing everybody else, and they were fa- 
miliar enough with the piece, and between them 
they made the definitive version. 

The problem with the building-block method 
is that each of these elements has no knowledge 
of any of the other elements. There’s no rec- 
iprocation, no real feedback. As the program- 
mer, it’s up to you to tweak and tweak until 
everything looks finished. 

On this particular tune, though, isn’t there 
a dichotomy between the live feel of real mu- 
sicians and the robotic nature of the visuals? 

To be perfectly honest, | didn’t like the visuals 
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for that piece. | felt that they needed to be en- 
riched. That's another reason why we went for 
the real musicians. 

The purely electronic settings throughout 
the album, particularly in the open- 
ing section to “Planet of Lost 
Souls,” are even more expressive 
than the live ensemble passages. 

Ill tell you a story about the 
orchestral sounds on that piece. 
Maybe a year ago, a person at 
Yamaha promised me a VL1 to 
play with. Since then, | started 
writing these flute, oboe, and 
saxophone parts because | knew 
this VL1 would show up. | did 
it with the first sounds I'd find. 

I'd take a Morpheus [E-mu], flip 
through the presets until | found 
a flute, and I’d go with it to put 
the piece down, knowing that 
sooner or later the VL1 would 
show up and Id do this thing re- 
ally beautifully. Well, the VL1 never 
came, and time ran out. At the end of the day 
| realized that I’d have to stick with the Mor- 
pheus. It was rather a terrible realization. 

In addition to this album, you've been plan- 
ning video games with music that’s more re- 
sponsive to player activity. 

Well, | think that the big change [in new 
generations of video games] is that the decisions 
you make as a player will impact the experience 
you have in a big way. I’m a big fan of Myst, 
for example, but everybody who plays it has 
more or less the same experience. To me, the 
most exciting interactive products are the ones 
where every twist or turn that you take has been 
loaded with information. 

Even for users who are not musically knowl- 
edgeable, some of the first-generation algorith- 
mic composition software theoretically allows 
users to make high-level interactive decisions, 
yet we haven’t seen this sort of software yield 
very interesting musical output. Do you see 
something more promising on the market? 

| haven't seen anything, but | am developing 
stuff along this line. If you’ve ever seen Tangerine 
Dream play live, their music has a sort of mo- 
mentum, and every now and then somebody 
will lean forward, twiddle a knob, and open 
a filter or something like that. In a way, their 
input is to modulate something that’s already 
there. A step above that is the conductor of a 
symphony orchestra: The notes have been writ- 
ten out on the page, and the musicians have 
been trained all their lives to play their instru- 
ments, and the conductor has rehearsed with 
them, yet on any given night the conductor can 
bring a piece to life, and the audience is in- 
volved in that; the performance would not have 
resulted under different circumstances. Then 
a step above that would be to give the conductor 
the ability of using these crude arm and body 
movements to leap around within a composition 
and respond to something he was seeing. For 
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example, if he was conducting an orchestra to 
accompany a silent film he had never seen be- 
fore, and he had enough vocabulary in his style 
and his relationship with the orchestra that he 


could actually improvise with an entire orchestra 
in response to what he was seeing on the screen. 
That would be more exciting again. 

We've all grown up with music that enhances 
film and TV. In a lot of ways, the composer in 
that situation is matching the filmmaker’s art with 
music, or taking a linear piece from Point A to 
Point B. He tries to manipulate the audience’s 
emotions by writing cues that tell them what 
to feel, even subliminally. Having done a couple 
of film scores, I’ve learned that you go through 
this weird process where you've read the script, 
and you realize that you've got to write five or 
six main themes — the love theme, the bad guy 
theme, an action/adventure cue. It makes sense 
to be economical and recycle them as much 
as possible, not just for the sake of economy 
but because the audience becomes familiar with 
the material. 

It gives the film a certain unity. 

Also, if you’ve only got the orchestra for a 
couple of days, once they’ve learned the love 
theme, if you give them five different cues with 
that same theme at slightly different tempos and 
different keys, they can whip them off very 
quickly. Maybe you write these five themes at 
the piano after you've first read the script. Then 
the director comes over one day, and you say, 
“How's this for the love theme?” He says, “Yeah, 
that’s great.” Then a week later, he comes over 
with the first rough cut. You say, “How’s that 
scene where they kiss on the mountainside?” 
“Oh, that's gone. Page 48 happens here instead.” 
So you're watching this cut, which is very dif- 
ferent from what you've anticipated, and in your 
head you're trying to juggle these things that 
you've written. You still want to do the right 
piece of music; you want to adapt the com- 
position that you’ve already done. But now 
there’s all these changes. A crafty composer will 
be able to do that. 


| felt that in order for music to enhance a 
real-time interactive experience in the same 
Way, it requires software that would do that part 
of the composer's craft, to take prearranged 
themes and adapt them to the circum- 

stances of a given scene: What's go- 
ing on in this scene? What's the 
mood? Where’s the dramatic and 
emotional tension? 

What does current technology 
allow to be changed? 

At this point, very little. That’s 
something I’m trying to solve. If 
you describe a scene from a game 
to a composer, he’ll go away and 
write a piece of music for it. You 
put it in the game, then bring him 
down one Saturday afternoon to 
watch these kids play it with his 
music running. He goes, “If I’d 
known they were gonna do that, 
| never would have written that 

piece of music.” He could prob- 
ably adapt what he wrote quickly to 
the way they're playing the game. That kind 
of syntax of little devices that a composer has 
is actually quite predictable; you can actually 
tie them down in terms of tempos, key changes, 
and instrumentation changes. 

But the conductor analogy falls short in the 
sense that he or she has presumably devoted 
years to understanding the craft. Fifteen-year- 
old kids playing a video game are probably 
not concerned with understanding how their 
gestures affect the music. 

Well, it’s a chicken-and-egg situation, be- 
cause no tool is available to do what I’m asking. 
This also restricts what a game developer can 
attempt. If you said to Steven Spielberg, “Sorry, 
Steve, there’ll be no score on your next movie,” 
then you’re going to severely restrict what he 
can bite off. When he was composing his long 
shots for Schindler's List, he hadn’t yet heard 
the John Williams score, but because of his 
relationship with John Williams he knew the 
magnitude of what he would be able to achieve 
in his filmmaking. Now, if there were to be 
a Schindler’s List CD-ROM — God forbid 
[laughs] — it would be impossible to conceive 
without that music. So maybe you would do 
a deal with Mr. Williams and arrange to have 
your engineers get his music into the game. 
But chances are that if you then played the 
game and invited John Williams down to 
watch, even he would say, “If | had known that’s 
what they were going to do, | would never have 
composed this or that passage.” 

What kind of compositional changes do you 
envision? Segues from one section to another? 
Changes of instrumentation? 

Those are some of the possibilities. A film 
composer or orchestrator has a vocabulary of 
devices that can be used in different instances. 
That grows with experience. You get a new cut 
of a film, and suddenly there’s eight feet gone, 
and you realize that instead of ending your 
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piece on the downbeat with this long chord, 
you Can abruptly end it in the middle. An or- 
chestrator would quickly sketch out a full score 
with just an eraser and a pencil to add the 
changes you'd need to do that. That's part of 
his craft. Equally, in real-time scoring, you ac- 
quire a series of devices that will accommodate 
different situations. At the point where a game 
player can either stand and fight or turn and 
run, there are various things that you can and 
cannot do. You want it to make sense. If he 
happens to turn around conveniently right be- 
fore the downbeat, it might be as simple as 
kicking the thing up by a minor third, adding 
ten percent to the tempo, enhancing the two 
percussion tracks with sixteenth-note tom-toms 
that had previously been muted, and so on. 
If he does it just after the first beat of the bar, 
do we wait until the first beat of the next bar? 
That's going to feel very slow — maybe it's just 
one second, but it’II feel like a lifetime. So is 
it acceptable to make this change on the sec- 
ond beat of the bar? There’s no strict formula; 
you Can't write a string of code that would deal 
with any of this. But you can create a set of 
higher-level tools that will allow a composer 
to make those kinds of decisions. 

Are you working on something like that? 

Yeah. Initially, it’s just for us. Maybe down 
the road it could be developed for general re- 
lease. There’s a lot of different aspects to the 
technology that we're developing. One of them 
is purely geographical: As you move in the first 
person through a 3-D space, your aural per- 
spective changes. If you move from a hillside 
into a cave, you'll get aural cues that tell you 
you're in a cave. Within the cave there may 
be different things that generate sound. There 
might be a trickling pool over here, a rattlesnake 
over there, and a dragon down there. As you 
move around in the space, these elements will 
change in your perspective. 

It’s not just a question of level. There’s also 
_ some DSP in terms of the reflection of sound 
against walls. 

Right. Thanks to the engineers, that’s be- 
coming possible. There are guys sitting in work- 
shops and doing that kind of stuff. But then as 
a composer, you might take the same geograph- 
ical approach. You write a theme for the rat- 
tlesnake, you write a theme for the pool. Maybe 
the pool has these magical Debussyesque harp 
arpeggios. Maybe the cave features a sort of 
throbbing choir sample on a C7. Now, here 
comes the dragon. If we give him a drone or 
a pulse on a low A played by strings, as we ap- 
proach him, or he approaches us, we throw 
a new sort of light on the C7 sense of the cave 
by juxtaposing another element. 

All this adds up to getting more of the public 
more involved with music than they’ve been 
since the days before mass media began teach- 
ing us all to be passive listeners. 

This has been the most passive century we've 
ever seen, in terms of music and performance. 
Now, if we were musicians who could live for 
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a thousand years, if we were Anne Rice mu- 
sicians [laughs], with an overview of history 
as centuries come and go, and we found our- 
selves in the twentieth century, we would feel 
this idea of making a recording to be kind of 
an imposition. | don’t think that recording what 
we do and putting it out to these anonymous 
people is a very natural way to be a musician 
or an artist. A more natural thing to do would 
be to start playing and let people gather ‘round. 
If they don’t like what we're doing, we sense 
that and change it. 

Recently you took part in the Networked 
Economy conference in Washington, with Al 
Gore, Bill Gates, Barry Diller, and other infor- 
mation highway cruisers. What was on the 
agenda? 

It was a fascinating experience. Anything 
that happens in Washington has a different sort 
of air about it; it feels like whatever platform 
you're on is a rung or two higher up the ladder, 
especially with that collection of people. | was 
very flattered to be there, but | was very much 
the token artist. In fact, | think | only qualified 
because my business card says I’m president 
of Headspace, and on two days’ worth of panels 
everybody was a president or a CEO. The only 
one who wasn’t a president was Al Gore 
[laughs]. There were lots of highly politicized 
debates between AT&T and their European tele- 
com counterparts. 

Were you an advocate for the interests of 
the artistic community? 

| guess my pitch was that the current ex- 
plosion is mainly in the areas of technology 
and investment. Every day you read about some 


strategic alliance or corporate takeover. But if 
you look at history, any technological break- 
through that has really impacted a culture has 
come not by the actual invention of the tech- 
nology but by an entertainer who has gotten 
hold of the technology and done something 
useful with it. We don’t remember Philo T. 
Farnsworth as the godfather of modern televi- 
sion, but it was people like Lucille Ball and Ed 
Sullivan who put a TV in every home. 

So your argument was that artists need to 
be assured of access to the information super- 
highway in order to continue defining the rel- 
evance of new technology. 

Absolutely. In the presence of some very 
powerful people in companies that are laying 
the tarmac, | had to stand up and say, “Surround 
yourselves with artists and you can’t go wrong, 
because we're the people who know how to 
put bums on seats.” The hype meter is really 
pegging over at this point on the Infobahn. To 
my mind, it’s one thing to check out a TV ad 
campaign that pictures people sitting on beaches 
and sending faxes all over the world, and it’s 
quite another thing to deliver that and make 
it useful to the man and woman in the street. 
And unfortunately, the benefit so far to everyday 
people has been absolutely nil. 

What significant steps do you foresee for 
music In interactive multimedia over the next 
few years? 

To be pessimistic, | think that the emerging 
interactive game industry would be quite happy 
to keep shoehorning existing conventional ap- 
proaches to scoring. There are three real prob- 
lems with music and interactive experiences. 
One is that the hardware isn’t yet very good 
at replaying music. We've gotten used to CD- 
quality audio through big speakers, and now 
we're being asked to listen to game music 
through much smaller speakers. Yet the game 
industry is bigger than the music industry at 
this point, so it’s kind of horrible to think of 
all those people getting most of their music 
at eight-bit resolution and 11kHz sample rates 
through those tiny speakers. Now, that’s going 
to improve with or without me. Every new box 
is going to boast better and better sound. As 
there’s a general convergence of the kind of 
consumer boxes that people sell, your computer 
is starting to look more like your cable box, 
which is starting to look more like your an- 
swering machine. It’s simply a matter of time 
before everything starts coming down the same 
pipeline. At that point, we'll have high-quality 
speakers for our audio, whether it’s coming 
through video on demand, radio, whatever. 
The consumer hardware industry is going to 
get us to that point. 

The second problem is that the game in- 
dustry, up until now, has been kind of a cottage 
industry. Invariably, there isn’t somebody in a 
game development group who is actually a 
[good] musician. Now, the chances of them 
not knowing a musician are very slight. Every 
multimedia developer is either a musician or 


he knows one, so the tendency is for them to 
say, “Doesn't Jim’s brother-in-law have a 16- 
track studio up the road? Maybe we can get 
25 cues from him on a DAT, get the program- 
mers to make the format conversion, and we’l| 
put it in the game.” That, again, is going to 
change with or without me. As the market in- 
creases, as budgets therefore increase, the game 
industry will go to Hollywood talent — direc- 
tors, writers, actors, and musicians as well. There 
are plenty of musicians who are dying to get 
into it, and willing to do it for very little money. 
So you're going to get more and more talented 
composers writing for that genre. 

These problems aren’t really my concern, 
but the third one is: For as long as there hasn’t 
been an example of an orchestral or full film 
score working interactively in real time, it’s hard 
for anybody to get what I’m talking about. In 
a way, once we get a flagship product out there 
that does all this stuff, every time someone goes 
back to scoring a game in the normal way, | 
hope they're going to say, “This is nowhere near 
as good as what Headspace did.” 

Aside from the technology itself, how will 
multimedia change how we think and feel 
about art? 

Boy, | wish | could answer that. It’s easy 
to talk about some of the peripheral things. 
From the audience’s standpoint, the appeal of 
all this stuff is that instead of vicariously watch- 


ing in the third person as a hero or heroine 
lives out your wonderful dreams, you can ac- 
tually live them yourself. It’s rather like that 
moment of lucid dreaming, where you realize 
that you’re in control. 

So you see more audience involvement. 

There has to be more involvement. Oth- 
erwise, why would we put up with this little 
picture on our screen, or this sound that’s not 
as good as what we hear on our hi-fi? It’s 
nowhere near as immersive as going to a movie. 
Yet you go to a movie, and you're one of thou- 
sands of audience members who have paid 
their money, strapped themselves into their 
seats, and watched this same film. It doesn’t 
demand any response from you, other than that 
you pay and you go. | often say that if | was 
a teenager today and | really wanted to be a 
rebel, the last thing I’d want to do would be 
to buy an electric guitar or a drum kit or a syn- 
thesizer, because that would immediately plug 
me into the same thing that my brother and 
probably my father was doing. It’s all already 
been done in rock and roll. But if | get some 
of this software and a handicam and a modem, 
there’s so much to explore, so many sacred 
cows to shoot down, because the world of film 
and TV is still very staid. Committees are setting 
all these standards. | know a couple of 16-year- 
olds on opposite sides of the Atlantic, who 
know nothing about each other but they dress 


the same, talk the same, and act the same. All 
they want to be is Kurt Cobain. The problem 
is that there hasn’t been an outlet for those guys 
in TV production or, maybe, in film production. 

Perhaps film production demands more life 
experience than music. 

It has, but now not so much. Now, if you 
have a camera, a few friends who can act, a 
desktop editing system, and a modem, you can 
make a film. It’s like when the Sex Pistols started: 
It was possible to make a lot of noise in a pub 
in West London and shock a nation, whereas 
when the Beatles and the Who were starting 
out, the only way to get an audience was 
through the Tin Pan Alley route. You had to form 
a band, rehearse it, get some London producer 
or A&R man to come up and see you, sign a 
deal. . .. That was the only way to get a record 
out. Then the indie thing happened, changes 
took place in radio, music video came along, 
and stuff like that got to the point where the 
Sex Pistols could be all over Britain although 
they hadn’t made a record at that point. 

The same thing is starting to happen with 
film and TV. Doom and Myst, to take a couple 
of game examples, both spread by word of 
mouth. Over a period of time, it developed to 
the point that the outlet was there for someone 
to achieve an incredible degree of notoreity 
and really be a rebel. The exciting place to be 
now is right there. E 
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<«{ access to many pipe voices not available in the 


internal memory of his or her instrument. 
These pipe organ sounds differed from those 
that are available for samplers nowadays be- 
cause, rather than sampling the organ with all 
its stops pulled in its spacious and reverb-laden 
environment, the Allen engineers sampled each 
pipe independently in a special anechoic cham- 
ber. This gave the organist the ability to add or 
delete ranks of pipes as he or she wished, a per- 
formance technique as important to organ play- 
ing as the use of velocity is to piano playing. 
Since the pipes were sampled in an acoustically 
dead room, their sound would be completely 
dry; any reverberation would be added by the 
church or cathedral in which the Computer Or- 
gan was played (or by a signal processor). Ac- 
cording to Allen’s plant manager Tom Emerick, 
this early sample-playback technology appeared 
in a variety of organs, from the 100 system, 
which included one onboard computer, to the 
1200 system, which included four separate com- 
puters and a lot of “bells and whistles.” By the 
mid-’70s, custom Allen organs were available 
with as many as 12 onboard computers. 
Clark Ferguson notes that pipe organ sounds 
were a perfect first choice to use the embryonic 
sampling technology on. “Each organ pipe is 
its own musical entity; you don’t have the prob- 
lem, like you do on a piano for example, with 
there being the sound of the resonant instrument 
body. This meant that we could transpose a sam- 
ple quite a ways without getting the strange sorts 
of sounds you get when you transpose a piano 
sample. Of course pipe organs have some odd- 
ities of their own. A pipe organ will have its own 
split points across the keyboard as different pipes 
come into play that will be made of different 
alloys as demanded by the physical structure 


Researching this a 
ame across one that was 
nd I spent a couple of weeks 


through its paces. No information © 


vailable on the number of these instru- 


ents built, but it seems safe to assume 
ey are pretty scarce. Since most keyboard | 
alayers may never have the chance to act 
_ally play one of them, and since it cer 
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of the pipes themselves. The question came up, 
‘Do we include these imperfections or do we 
attempt to actually improve the sound of the 
instrument by not including them?’” It turns out 
that the limitations of the early technology pre- 
cluded much multi-sampling. Today, however, 
Allen makes extensive use of multi-sampling, 
which allows them to incorporate all changes 
that occur in any sound over its range. “It’s iron- 
ic,” says Ferguson. “An organ builder in the 
1800s would have loved to have a seamless 
sound from one end of the keyboard to the other, 
but the technology of the time prevented him 
from doing so. In the early ’70s, the technology 
forced us into that kind of seamless sound. Now 
that we have more advanced technology, we 
can go back and add the kind of imperfections 
that the early organ builder was forced to live 
with. But that’s what people expect to hear when 
they play a pipe organ.” 

The fairly constant sound of a single pipe 
also lent itself well to the single-cycle looping 
then available. Allen used other technology to 
introduce the minute pitch variations that show 
up in an acoustic pipe and grafted the chiff of 
the pipe attack onto the beginning of the sus- 
tained pipe sample — a technique that became 
popular as L/A synthesis in the mid-1980s. 

While this early sampling was going on, the 
Rocky Mount Instruments division of Allen was 
using technology based on Allen’s analog organs 
to produce a line of professional, portable key- 
board instruments, most of which were built 
in Rocky Mount, North Carolina. The most pop- 
ular of the RMI line was the Electra Piano, the 
production of which extended from 1967 into 
the mid-’70s, overlapping that of the first Key- 
board Computer. (A closer look at the early RMI 
instruments can be found in the electric piano 


stening to one sound t 
The pitch-bender, v 


Aren’t those organ tabs colorful? Two years after intro- 
ducing the KC-I, RMI released the KC-II. 


The rarest digital RMI instrument, the Harmonic Syn- 
thesizer, a monophonic instrument that was manufactured 
in the mid-’70s. The layout of its sliders reminds us of 
another additive synthesis machine from the past, the 
Crumar GDS (see Vintage Synths, Jan. ’94). 


story in the Dec. ‘93 issue of Keyboard.) 
When Ferguson and Roger Powell were both 
working for ARP in the mid ’70s, Ferguson — 
who had earlier worked for an Allen dealer — 
told Powell about these computerized organs. 
“We were thinking, ‘Boy, it would be great if 
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we could get the insides of one of these things 
into a portable case and use it onstage.’” In an 
interview published in the July 1980 Keyboard, 
Powell recalled this discussion: “Clark Ferguson 
...and | were sharing a house together when 
he got a call from RMI to help them develop 
this product [the Keyboard Computer]. He and 
| had already discussed making something very 
similar to it, and we had built a console that 
housed my keyboards, and we were wondering 
if we could get one of those big Allen computer 
organs into a smaller box. Literally about a 
month later, Clark got a call from Allen and 
they had already been thinking about making 
the product. | got one of the first ones that came 
off the line. . . . It had lighted pushbuttons on 
the front, and | helped them with some of the 
sounds here and there.” 

Ferguson continues, “Not long after my dis- 
cussion with Roger, Jerome [Markowitz] called 
me and asked me to drop by. He had taken the 
insides of an Allen Digital Theatre Organ and 
put it in an RMI piano case; this was the pro- 
totype of the first RMI Keyboard Computer, the 
KC-I. He asked me if | wanted to work on it.” 
Ferguson, who has been at Allen ever since, 
recalls that the built-in waveforms of the KC- 
| were originally samples of theater organ pipes. 
Traditional theatre organs used pipes that were 
more colorful-sounding (or more raucous, de- 
pending on your orientation) than those used 
in classical organs, but these sounds weren’t 


all that useful in the musical settings in which 
the KC found itself. “People using the KC-I tend- 
ed to spend most of the time using the card read- 
er to access samples,” says Ferguson. “What 
we did was find out which cards most people 
used a lot, and those sounds were built into 
the KC-Il. The KC-I and KC-II have pretty much 
different sets of waveforms.” The KC-II also had 
presets, a feature the KC-I didn’t have. “This 
made it easier to use, since you could be playing 
a preset with one hand and programming with 
the other; you could then cancel the preset and 
your new sound would be there.” 
Introduced in June 1974, the KC-I would 
have to qualify as the first commercially avail- 
able, performance-oriented, polyphonic digital 
synthesizer. At the time, RMI made a conscious 
decision not to refer to the Keyboard Computer 
as a synthesizer because to most people that 
term meant only a monophonic, analog instru- 
ment with VCOs and filters. The KC-I would 
also be one of the few synthesizers to be de- 
signed with three discrete outputs, and the only 
digital synthesizer in history whose ROM con- 
tained only theatre pipe organ samples. The 
first KC-Is were built in the early style, wooden 
RMI body and covered with a black Tolex-like 
material; later versions were built with the black 
plastic RMI body. The KC-I cost $4,495 and 
featured lighted pushbuttons that selected 29 
theatre organ waveforms ranging from a floor- 
shaking 32' up to a shrill 1'. These sounds 
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resided in three divisions — corresponding to 
the pedalboard and two manuals of the theatre 
organ — that could be layered in various ways 
and detuned. The sounds could be assigned 
to either or both of a set of stereo outputs. These 
outputs were controlled by a pair of pedals. 
The third audio output (controlled by a third 
pedal) was for a fuzz sound. This was not the 
traditional distortion-type fuzz, however. As 
Ferguson points out, “The fuzz output took in- 
formation straight from the MOS ahead of the 
DAC. The pedal for this output was spring- 
loaded. It was a great effect for accents and 
the like, but you wouldn’t want to play a whole 
song with it.” A fourth pedal was used to control 
up or down pitch-bends. A card reader allowed 
access to any of the Allen sampled waveforms, 
and a set of rather complicated envelope gen- 
erators, pitch-transposer, and vibrato rounded 
out the package. 

The Keyboard Computer-Il replaced the KC- 
| around 1976. It cost $4,755 and was in pro- 
duction until 1982. The KC-II looked sort of like 
an RMI electric piano on steroids. The instru- 
ment, which used the same black plastic body 
as the later versions of the piano, had a control 
panel with 55 colorful control tabs, a handful 
of knobs, and the optical card reader. The KC- 
ll also included five footpedals, two footswitches, 
and a sustain/percussion pedal. The pedals con- 
trolled the envelope as well as volume, mod- 
ulation, and pitch-bends. The third fuzz output 
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and its pedal were not included in the II. “We 
decided we really wanted to give players the 
ability to control the envelope shape and vibrato 
depth with pedals, so they could do so while 
playing with both hands,” remembers Ferguson. 
“That brought us up to six pedals, not counting 
the footswitches and the sustain/percussion ped- 
al; that was just too many pedals.” 

The newer instrument had stereo outputs; 
sounds from the three divisions could be as- 
signed to either the right or left channel, or 
both. The lighted switches of the earlier instru- 
ment were replaced with the more traditional 
organ tabs because of reliability problems. “We 
bought those lighted switches from someone 
else and some of them began breaking,” Fer- 
guson recalls. “When we upgraded the instru- 
ment, we decided to use organ tabs we could 
make in-house, because we knew they would 
last forever. It was also nice because we could 
engrave them and they were a pretty good size. 
We could print a lot of information on those 
tabs when we needed to. In a way, using those 
organ tabs might have been a mistake, though: 
People would see the KC-II and say, ‘Oh yeah, 
it’s a portable organ.’” 

Ferguson remembers other problems with 
having the first digital synthesizers: “People 
would ask about the filters, or how many os- 
cillators it had; they really had no idea what 
was going on. We could have gone out of our 
way to mount a campaign to educate the public 
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about digital synthesizers, but we elected not 
to. We chose not to make a big deal out of it.” 
Interestingly, the KC-II catalogue does contain 


RMI didn’t label its first Keyboard Computer, the KC- 
|, as a synthesizer, because they didn’t want the buying 
public to think it was only monophonic. Note the card 
reader slot to the right on the KC-I’s instrument panel. 


a quick tutorial on polyphonic voice assignment. 
Ferguson explains, “Back then every other in- 
strument was like an electronic organ on which 
every key would play if you held them all down, 
or like a synthesizer that would only play one 
note. The KC had 12 voices, but you could do 
a lot of layering and that would cut the polypho- 
ny down. Everybody knows about that now, 
but in the mid-’70s it was new territory.” George 
Watson, a Rockwell engineer during the late 
‘60s, was the man who first conceived of poly- 
phonic note assignment. Giving the digital Allen 
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Organs 12 voices was based on the fact that, 
since the densest organ music could contain 
only 12 notes at any one point in time (ten fin- 
gers and two feet), 12-note polyphony would 
preclude voice stealing. Actually, voice stealing 
as such does not occur on the KC: If all 12 voic- 
es are in use, any new notes played will not 
sound until one of the sounding notes’ en- 
velopes comes to an end; when that voice is 
free, the new note will sound. 

With its ability to play back recordings of 
acoustic instrument waveforms, the Keyboard 
Computer invited comparison with the popular 
‘70s ‘analog sample-playback’ keyboard, the 
Mellotron (see Vintage Synths, May ’91), which 
also resided in the pricey four-grand neighbor- 
hood. “I did have chances to go head-to-head 
with the Mellotron,” remembers Ferguson. “The 
KC-II had a great string sound; it could blow 
the Mellotron away. Keep in mind that the Mel- 
lotron really didn’t sound like strings, and it 
had only three sounds onboard. Changing them 
meant replacing the tapes. The KC-II had dozens 
of waveforms onboard, and accessing new ones 
was as easy as inserting a card.” Another Mel- 
lotron competitor, the Vako Orchestron, also 
made accessing new waveforms easy, but while 
the translucent, phonograph-record-sized Or- 
chestron waveform disks cost over $100 each, 
a KC data card could be had for around three 
bucks. “The KC-II was also just about indestruc- 
tible,” Ferguson continues. “The Mellotron 
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wasn’t. The footpedals on the KC-Il gave you 
a lot of control that was missing on the Mel- 
lotron. You could change the envelope shape, 
add vibrato, or do pitch-bends while you were 
playing with both hands, things that couldn’t 
be done on a Mellotron. We also had string 
pizzicato that could be activated with a 
footswitch. We were the only keyboard back 
then that gave that option.” 

What samples created that famous KC-II 
string sound? “Well,” admits Ferguson, “it used 
digital sawtooth waves. We tried all kinds of 
samples, but the sawtooth sounded best because 
we had stereo layers that we detuned a little, 
that and the early digital envelope generator. 
Back then the samples and the envelope gen- 


erator weren't really that great. We used the 
same basic digital envelope generator that was 
on the organs; it was perfect for organ sounds, 
but if you stretched it out you got this digital 
ramping noise. This envelope noise was great, 
though: It made the instrument breathe. It added 
something that wasn’t there. On the strings it 
sounded like bowing noise, which was won- 
derful. It was very serendipitous. These primitive 
waveforms and primitive envelopes really com- 
plemented each other. People used to think we 
actually sampled the bowing noise and stored 
it in the instrument's memory, but it was just 
the envelope. Those envelopes also had rate 
scaling; a note low on the keyboard could have 
longer attack and release times than a note 
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played high on the keyboard. This added a lot 
to the realism of the instrument.” 

While strings, bells, Hammond B-3, 
Clavinet, flute, and a host of other sounds could 
be approximated (some pretty closely), it is the 
KC-II’s pipe organ sounds that shine with a re- 
alism that is downright eerie 20 years later. “Even 
though the sampling technology was pretty 
primitive back then,” Ferguson relates, “Allen 
did some incredible processing of those samples 
to get its pipe organ sounds. That’s where the 
pipe organ sounds in the KC-II came from.” Al- 
though the Keyboard Computers never became 
as popular as the earlier RMI Electra Piano 
(maybe because they cost five times as much), 
they were used by a number of influential artists: 
Powell — who described the instrument's sound 
as “punchy, gutty, and clean” — used one ex- 
tensively, along with fellow Utopia member 
Todd Rungren. Stevie Wonder, Rick Wakeman, 
Isaac Hayes, Ray Charles, Michael Pinder, and 
Jean-Michel Jarre, among others, also used one 
or both of the KCs. 

Of the digital RMI instruments, the rarest 
would be the RMI Harmonic Synthesizer. Built 
from around 1974 to 1977 and costing $2,995, 
the Harmonic Synthesizer combined digital ad- 
ditive synthesis with analog filters and envelopes. 
Built into the familiar black RMI case, this was 
a two-oscillator, monophonic instrument with 
a 49-note keyboard that could be transposed 
over four octaves. Each oscillator used digital 
Circuitry to create 16 sine-wave harmonics that 
could be individually adjusted. Each oscillator 
also had its own envelope and could be mod- 
ulated and pitch-bent separately. The output 
could then be sent through lowpass, bandpass, 
and highpass resonant filters. Presets that in- 
cluded clarinet, pulse, flute, horn, and reed were 
available for each oscillator and overrode the 
programmable controls. The Harmonic Syn- 
thesizer also featured an arpeggiator (referred 
to as a sequencer), separate portamento for each 
oscillator, and stereo outputs (one for each os- 
cillator). Quite a few of these instruments ended 
up in university music departments, where many 
are still in use. Unlike the sample-playback Key- 
board Computers, the additive technology used 
in the Harmonic Synthesizer never found its 
way directly into the Allen Organ line. However, 
Emerick points out that the instrument had an 
indirect effect in that building it was “a great 
learning experience.” Although it was never 
made in large numbers, the Harmonic Synthe- 
sizer showed up in the keyboard arsenals of 
a number of important performers, including 
Stevie Wonder and Ray Charles. It can also be 
heard on Jean-Michel Jarre’s Oxygene. 

Although, like the Mellotron, the KC could 
produce all kinds of sounds, it is (like the Mel- 
lotron) remembered primarily for its sustaining 
sounds, such as strings and organ. (Anyone re- 
member the Mellotron vibes?) According to Em- 
erick, the DK-20, which was the last instrument 
to come out under the RMI name, was built 
to create more percussive, electric piano sounds. 
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“We were thinking of it as a kind of replacement 
for the Electra Piano,” he recalls, “but it actually 
became more than that.” As a matter of fact, 
the electric piano sound of the DK-20 has a 
ringing, digital brightness that foreshadows the 
ubiquitous digital electric pianos made popular 
by the DX7 and its relatives. The DK-20, which 
came out in the late ’70s and cost $2,495, ac- 
tually had four EPROMs, each containing a sam- 
pled sound that was less bright and had a longer 
envelope than the preceding one. “When you 
hit a key, all four waveforms would sound,” Fer- 
guson explains. “The very bright tine sound 
would quickly die away, then the next brighter 
sound would die away, leaving a more mellow 
sound that would fade into the softest wave- 
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form.” Along with electric piano sounds, a stock 
DK-20 featured lute, Clavinet, guitar, and jaw 
harp sounds. The DK-20 user also had access 
to an RMI library of alternative sounds stored 
on EPROMs; a few third-party developers also 
came out with EPROMs for this instrument. The 
DK-20 featured a programmable envelope gen- 
erator and a complex phase-shifting algorithm 
that worked on a note-by-note basis as a func- 
tion of envelope speed and shape. The DK-20 
was produced up until around 1984, the year 
that saw the beginnings of a flood of inexpensive 
samplers and sample-playback synthesizers, 
all of which carried forward the technological 
concepts pioneered by Allen a decade before. 

As with the entire Allen Organ line, spare 
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electrical parts are available for the Keyboard 
Computers. The computer cards that contain sam- 
ple data for Keyboard Computers are also still 
available and completely interchangeable with 
cards for the early computerized Allen organs. 

So what ever happened to RMI? The Allen 
Organ Company lives and thrives, building 
church instruments that incorporate a whole 
new generation (the eighth since 1971, Emerick 
estimates) of digital technology. These newest 
classical organs feature state-of-the-art 16-bit 
sample playback, as well as MIDI for those or- 
ganists who wish to record their performances 
— including pedal and stop movements — into 
a sequencer, or control synthesizers or other 
sound sources from the organ manuals. The 
Allen product line also now includes MIDI ex- 
pander modules and sequencers, as well as se- 
quencer disks of classical organ music. While, 
as Ferguson puts it, “the RMI philosophy lives 
on in these MIDI products,” the early ’80s 
brought an end to the RMI line of instruments. 
“We made a conscious decision,” Emerick re- 
members. “We could see a flood of inexpensive 
digital keyboards on the way. We were never 
geared for making millions of instruments. Our 
main focus had always been church organs; 
everything else we ever did was strictly a side- 
line.” Is Allen ever tempted to revive the RMI 
line and get back into professional stage or stu- 
dio instruments? “We tend to be a quiet com- 
pany,” Emerick muses. “Those RMI years were 
great fun and very exciting, but we have a niche 
for ourselves in the church organ business and 
we do very well at it.” 

One of Allen’s new instruments for the clas- 
sical market is the Continuo-Plus, a semi-portable 
MIDI instrument that features a 61-note keyboard 
and harp, celesta, and classical guitar samples, 
as well as those of a small pipe organ and harp- 
sichord. Although its handsome walnut case 
doesn’t really resemble any RMI instrument, 
looking at it | get a feeling that is similar to meet- 
ing an old friend from the late ’60s who has start- 
ed dressing better, hanging around with better 
company, and has developed a more refined 
taste in music. The RMI products may be gone, 
but it’s nice to know the Allen Organ Company 
is still there, doing what it does best. E 
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The author would like to thank Tom Emerick 
and Clark Ferguson of the Allen Organ Com- 
pany for all of the information they were willing 
to share and the time they were willing to invest 
in researching this article. Other information 
was gleaned from Jerome Markowitz’s 1989 
book, Triumphs & Trials of an Organ Builder, 
available from the Vox Humana Press, Ma- 
cungie, PA 18062. 

Barry Carson has taught English literature, 
education, and electronic music. He has writ- 
ten fiction, composed music for drama and 
film, and is a certified counselor. Contrary 
to popular belief, he does enjoy occasionally 
playing keyboard instruments built in the ‘90s. 
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tyle — the agglomerate effect of notes, stacked and strung ina line amidst 
points of stress and rest — is what the great players teach. From Jelly ROM sss 
Morton through Keith Emerson, we learned to define style: This” run, that a 
lick, these voicings, add up to one musical personality. Our perceptions « of Tatum, a 
Evans, and Wakeman are based on how they assemble their notes. This requires 
taking the long view, and by example teaches ushat we should assess our own 


work from a similar perspective. . 
It’s like going to an art museum, where ropes | debne the appropriate distance 
between a painting and the viewer. The space between, patrolled by security, — 
a no-man’s land, in which the broad view is harder to discern. Seen up close, a 
Seurat scene disintegrates into a blizzard of dots, while a Turner seascape explodes 
into furious collisions of color. Bette perhaps, to stand back and take | in the finished 
work, undistracted by its details. ; | oo 
Brian Eno doesn’t seem to have bought that argument. ‘Maybe that’s why, as an 
art student, he insisted on exhibiting his paintings at one show beneath the waters 
of a bubbling stream. With “style” deliberately obscured, viewers had to reorient 
themselves: The paintings themselves became details within a broader landscape. 
In music, too, Eno forces his public to think differently. Whether building sound 
collages or suspending isolated notes in a vacuum, 1, he breaks 1 music down to molecules > 
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of sound; freed from duty as an element in a 
particular run or chord, each musical microbe 
takes on a life of its own. In one sense, his clas- 
sic Music for Airports adheres to conservative 
principles: Themes are easy to recognize. Dis- 
sonances resolve. There's even a rhythmic struc- 
ture. But it’s all slowed down to the point that 
one can only appreciate these details through 
a kind of contemplative immersion. 

Put it this way: Most music is like a shower: 
bracing, busy, dynamic, full of turns and ad- 
justments. Eno offers, instead, a bath: timeless, 
still. Where the shower stimulates through sting 
and spray, the bath treats sensation as a singular 
thing — in effect, a single drop of water, mag- 
nified and motionless. 

By changing how people listen, Eno chal- 
lenged all musicians to reconsider the way they 
play. Modern sampling practices, for example, 
owe much to his 1980 collaboration with 
David Byrne, My Life in the Bush of Ghosts, 
in which Lebanese folk songs, talk radio babble, 
and gut-busting sermons jostle over hypnotic 
dance beats; original contexts are erased, leav- 
ing only traces of emotion as colors on Eno’s 
palette. Further back, in 1977, his collabora- 
tions with Cluster (Cluster and Eno) and David 
Bowie (Low) predated ambient house and tech- 
no-pop, respectively, by several lifetimes, as 
measured on the Billboard charts. 

Yet Eno’s greatest contribution is to have ex- 
posed the beauty of single notes and the power 
of silence. The stillness induced by Discreet 
Music anticipated the effects of new age but, 
more significantly, suggested that the basic sub- 
stance of music, sound itself, carries as much 
expressive potential as the flashiest solo or the 
funkiest turnaround. 

Born Brian Peter George St. John le Baptiste 
de la Salle Eno in 1948, he emerged from re- 
ligious studies and art school with rudimentary 
musical skills and a mind locked into a peculiar 
mode of contemplation and curiosity. His travels 
led him through a stint as co-founding member 
of Roxy Music into a disenchantment with rock 
by the mid-’70s. At that time, he and artist Peter 
Schmidt published Oblique Strategies, a set of 
“oracle cards,” each bearing an obscure admo- 
nition for those who read it to consider or ignore. 
In dozens of subsequent projects, including video 
sculptures and paintings, airport installations, 
and gallery shows, Eno gently prodded the pop 
mainstream toward a postmodern aesthetic. 

There's plenty on Eno’s plate in ’95, includ- 
ing two albums with David Bowie, one more 
with U2, and a lecture series as visiting professor 
of communication design at the Royal College 
of Art. But it was (appropriately) a misty, drizzly, 
and reflective afternoon when we contacted 
him and asked for his views on the state of the 
keyboard art. 


wenty years ago, Keyboard was writing 
about pianos, organs, electric pianos, 
and a handful of primitive synths. How 
do you assess the explosion in music technology 
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that we’ve seen since then? 

As with all technological changes, the ones 
we've seen in music technology obey the most 
obvious momentum. | always criticize synthesizer 
manufacturers for making the most obvious tech- 
nological choices, which are simply to multiply 
the number of options they put in the machine. 
If you're printing chips, the easiest thing is to make 
a few more options. The hardest thing is to try 
and solve the problem of making these machines 
interface better, or relate to human beings in new 
and interesting ways. How do we make them, 
for instance, anything like as re- 
sponsive as some of the acoustic 
instruments, which, after all, are 
highly evolved? | would like to 
see two things. One is a type of 
synthesizer that doesn’t offer huge 
numbers of options in terms of 
stored or possible available 
sounds but does offer tremendous 
response to you as a player, so that 
yOu Can actually start to feel what 
it's like to play this instrument. 

The acoustic instruments 
were based on the model of be- 
ing as responsive as possible to 
human control. In electronic mu- 
sic, real-time control has become 
only one of several priorities. 

And that’s a shame, because 
that gives rise to a certain kind 
of music. It’s very hard to imagine 
Jimi Hendrix playing his type of 
music on a synthesizer. It’s easy 
to copy him on a synthesizer, but 
it’s hard to imagine coming up 
with playing like his on such a 
non-physical instrument as most 
synthesizers are. Synthesizers 
have fulfilled their promise in the 
sense that they’ve made it pos- 
sible for the player to have any- 
thing on the menu. But they’re 
completely underevolved in the 
other direction. They‘re not much 
more sophisticated in terms of the 
rapport you have with them than 
they were 20 years ago. Young people often talk 
about the options on each synthesizer, and | al- 
ways say, “Look, options are not important. Rap- 
port is important. If you’re the kind of person 
who doesn’t want to sit and read manuals forever, 
just get something that feels nice to play. You'll 
do fine with it, even if it doesn’t have very many 
options.” | mean, if options were the only im- 
portant thing, then quite a lot of instruments 
would have been out the window a long time 
ago. The flute doesn’t offer you a lot of options. 
The drums offer you very few. From the synthe- 
sizer perspective, the idea of a bloke spending 
his life bashing bits of wood is absurd. 

How would you propose to deal with the 
synthesizer’s limited playability? 

I’ve been developing an idea for a program- 
ming style that | call “evolutionary.” Let’s say 


the synthesizer offers you 32 sounds when you 
switch it on. You listen to those quickly and 
say, “Right, number 14 is quite close to what 
| want, and number 18 is sort of close as well.” 
You press those two, and the synthesizer gives 
you 32 mutations of those parent sounds. Then 
you go, “New number 15 is pretty good. Let’s 
hear some mutations of that.” As you close in 
on something you like, you can reduce the rate 
of mutation. What's interesting about this is that 
you don’t need to have any idea at all what the 
synthesizer is doing, although it can be as in- 


ternally complex as you can imagine. 

Even in the analog era, when synthesizers 
offered greater control over nuance than many 
current models, many erstwhile pianists were 
intimidated by the simplest programming ges- 
tures. Your scheme takes the idea of user control 
over sound and separates it from the need for 
technological understanding. 

That’s the idea. The only thing the player 
needs to exercise is judgment. They don’t need 
to be able to exercise skill. If you worked like 
that for a while, you’d end up with a library 
of sounds that you had discovered by that 
process. After a couple of weeks, you would 
have a synthesizer that’s entirely unique to you, 
with your special sounds. 

Of course, in the end, someone would just 
store your best sounds on disk and sell them 


as third-party samples. 

Well, you’re quite right. But it would also 
be easy to plug in your third-party samples and 
say, “| wonder what variations of that one would 
be?” If you only hit a button to get those vari- 
ations, those third-party samples would be just 
like my [Yamaha] DX7 sounds. | never really 
use the same sound twice, but I'll tweak the 
ones I’ve stored a bit. 

It also makes the production of sound more 
organic in that it would be more mysterious. 
The player surrenders the traditional assumption 
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Do you think that stronger chops might 
have actually been a barrier to your musical 
development? 

Certainly. | used to build up harmonies not 
by playing chords, because | didn’t know any, 
but by playing each line at a time. So if | wanted 
what would be a harmonized chord sequence 
for anybody else, | would play one line, then 
| would play another line that went over it, and 
then I’d play another one. I’d find my way 
through, almost note by note. If you go through 
step by step, just following your nose, you will 
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in electronic music of having or striving toward 
complete control in programming sounds. 

Of course, the very interesting instruments 
are not that controllable. | remember as a child 
just sitting at the piano and hitting the same 
note over and over again. It sounded sufficiently 
different each time for it to be interesting. If de- 
signers were allowed to deal with programs 
of sufficient complexity, it would be easy to 
encase that sort of thing in synthesizers. 

You mentioned that modern synthesizer de- 
sign has two drawbacks. What is the second one? 

The second one is that they’ve remained 
linked to keyboards. | feel that particularly be- 
cause my first synthesizer had such a crappy 
keyboard that | never bothered to use it, except 
for effects. 

Which instrument was that? 

The EMS. | wasn’t a keyboard player anyway, 
but that gave me an edge because, certainly 
in England, | was the first synthesizer player 
to use the thing as something other than a key- 
board instrument. Until then, people used it 
as a kind of organ with a few funny sounds on 
it. | couldn’t use it that way, even had | been 
technically able to, so | started doing something 
else with it. 


make quite different decisions because you 
wouldn’t be subject to purely muscular habits 
that say, “My fingers should be this far apart 
if | want to follow this chord with that chord.” 

If you were a teacher, with a very well- 
trained pianist as your student, how would you 
help him or her get past that barrier of habit? 

Studios offer a big way past that. If you start 
thinking of music as something you don’t have 
to do in real time but something that can be 
built up, like a painting, that gives you a different 
way of working. You can think about it on, shall 
we say, the atomic level. The other level you 
can think at, through working with the kinds 
of processing equipment that studios have, is 
as a way of making atmospheres, landscapes, 
whatever you like. Nearly all the processing 
equipment you find in a studio gives you a way 
of changing the sense of space that the music 
is happening in. Now, this option doesn’t really 
exist in classical music. We're familiar with the 
idea of using space as an element of compo- 
sition, but most classically trained musicians 
have no conception of that. 

For example, | have a young friend who 
plays violin and viola, a very good player. She 
started coming around to my studio because 


she was fascinated by what | was do- 
ing. | took it upon myself to try to help 
her escape her training [/aughs]; that’s 
what it amounted to. | evolved quite 
a few exercises for her. Some of them 
were purely to do with listening in 
a different way. For instance, | discov- 
ered that like most classical players, 
she couldn’t play pushed time at all. 

Pushed time? 

You know, the kind of time that’s 
built into any funk or soul record, 
where you're feeling 3/4 as well as 4/4. 
All music that comes from Africa has 
that feeling, which is why | often define classical 
music as music without Africa. So | gave her 
a Neville Brothers record and | said, “Why don’t 
you try to learn the bass part on this record and 
play it on your viola?” She did, and it was the 
biggest thrill to her. | opened her life musically. 

So many vital musical trends, from techno- 
pop to ambient, were on your agenda years 
before other artists picked up on them. What 
put you ahead of the parade? 

Well, because of coming into music from 
a visual arts background, it wasn’t possible for 
me to make music like other people did. So 
| would sit and fiddle with things, and listen 
to what happened. That's probably the first dis- 
tinction: | actually listened to things, not to what 
| thought they were supposed to do but to what 
they actually were doing. Most people picked 
up synthesizers expecting them to do something 
they'd heard before. When they did do some- 
thing they heard before, they were happy with 
that. But | thought the synthesizer was a fas- 
cinating instrument that could do entirely new 
things. When it did, | was pleased and would 
pursue them. Similarly, when | first started 
recording, the idea was that the studio was a 
kind of transmitter of pre-written songs. You’d 
go in there and get them on tape, with a bit 
of confectionary from the producer. But as soon 
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as | sat in the studio and started listening, | 
thought, “My God, this is music like I’ve never 
heard before!” 

I’m having the same experience now. | work 
a lot with this graphics program called [Adobe] 
Photoshop. If you read any of the graphic art 
publications, they all say, “Look what | did with 
Photoshop,” and they’II show you a picture of 
a daffodil with a little drop of water on it. “Com- 
pletely computer-generated! Wow, wow, wow!” 
And I’m thinking, “What the fuck is the point?” 
Honestly, within 20 minutes of working with 
Photoshop, | was doing things I’d never seen 
before and thinking, “These are fantastic! Why 
isn’t everybody else doing this?” But people are 
still busy making daffodils. 

There’s a parallel with electronic music 
technology and how it’s used. Do you see a 
growing gap between the sophistication of 
instrument design and the level at which that 
technology is used? 

People are doing much more of what you 
alluded to earlier, which is to use third-party 
samples. This is partly because the machines 
are getting more complex. The rate of change 
is getting faster as well; new generations of things 
keep coming out. | think people are finally say- 
ing, “I can’t be bothered to learn this. It’s going 
to be redundant soon anyway.” 

The people who make a difference are the 
ones who get bored. Now, | get bored extremely 
quickly. | get nauseated if I’m doing the same 
thing over and over again. It actually makes 
me feel physically sick; I’m not being metaphor- 
ical. | then stop whatever I’m doing and go on 
to something else, or | think, “I’ve got to find 
some way of upsetting the pattern.” Of course, 


Brian Eno 


there are lots of people whose greatest pleasure 
is to do the same thing over and over. Perhaps 
they do have a real use in the world. 

But rather than advise musicians to over- 
come certain limitations through that kind of 
repeated practice, you would suggest that they 
use their limitations to do something else with 
the ideas they’ve got. 

Well, finessing is worth doing too. You might 
think of it as a two-stage process: Some people 
invent new words, but other people learn how 
to speak well with them. The people who ex- 
ercise the vocabulary are doing something very 
important. I’m just not one of those. My fun 
is in thinking up other words to fit the vocab- 
ulary. It’s like being a collage artist: You take 
this postcard, which somebody else made, and 
you stick it next to that photograph, which some- 
body else made. Then you put a bit of paint 
over the two of them and join them together. 
This is very in tune with what has been going 
on in painting for the past 15 years or so, with 
people sticking together not just the abstract 
qualities of sounds but the references that carry 
with them. All the engineers working with rap 
bands are having a terrible time because the 
artists insist on leaving all the scratches on the 
records they sample. What they’re saying is, 
“Hey, this is taken from somewhere else, from 
another time and place.” So part of the message 
of the music becomes the fact. It’s collage, bind- 
ing together history as well as sound. 

It also creates an impression you described 
in one interview as “cultural ambiguity.” What 
in our world makes this postmodern approach 
more interesting than the traditional exercise 
of digging deeply into one’s own native culture? 


| wouldn't say that it is necessarily more in- 
teresting. Equally interesting is the fact that some 
people, like Ry Cooder or perhaps Neil Young, 
keep digging in the same little trench, as it were, 
and coming up with neat stuff. What’s changed 
is that the overall dynamic of where you search 
and what you look for has widened. It is possible 
now for there to be music stars who, in terms 
of the range of their work, are something like 
Samuel Beckett: They stay in the same place 
their whole lives and get better and better at 
what they’re doing. Or it’s possible to be an 
eclectic gadfly. Neither of these choices was 
possible 20 years ago. You were expected to 
have a boringly predictable rate of change in 
your Career, to vaguely embrace new ideas as 
they came out but not to lose your identity, as 
they say in marketing. So the possibilities of 
range have changed: You can be very focused, 
you can be in the middle, or you can be vague. 

You once suggested that ambient music is 
about “getting rid of nervousness.” Did you be- 
gin doing ambient music in part because the 
world needed this music? 

Yes. In the ’70s, a few friends and | used 
to compile tapes for each other. We did this 
because we were dissatisfied with the way 
records were laid out: fast song, slow song, 
dance song, ballad, this pathetic concept of va- 
riety, which was based on the idea that your 
attention span for any particular mood could 
only be counted on for three and a half minutes, 
and after that something else had to be thrown 
at you to keep you listening. My friend Peter 
Schmidt and | used to put together long, long 
tapes that were extremely similar in mood. We 
would do a two-hour tape that changed mood 
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Discreet Music, Editions E.G. 
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WITH HAROLD BUDD 

Ambient 2: The Plateaux of Mirrors, 
Editions E.G. 

The Pavillion of Dreams, Editions E.G. 

The Pearl, Editions E.G. 


WITH ROBERT FRIPP 

The Essential Fripp & Eno, Venture 
(dist. by Caroline). 

Evening Star, Editions E.G. 

Exposure, Editions E.G. 

No Pussyfooting, Editions E.G. 


WITH ROXY MUSIC 
For Your Pleasure, Reprise. 
Roxy Music, Reprise. 


WITH OTHER ARTISTS 

Ambient 3: Day of Radiance (Laraaji), 
Editions E.G. 

Apollo Atmospheres & Soundtracks (Daniel 
Lanois & Roger Eno), Editions E.G. 

Bright Red (Laurie Anderson), Warner Bros. 


Diamond Head (Phil Manzanera), Editions E.G. : 


Dream Theory in Malaya: Fourth World, Vol. 1 


(Jon Hassell), Editions E.G. 


Drum (Hugo Largo), Opal. 

801 Live (801), Editions E.G. 

Fear of Music (Talking Heads), Sire. 

Hybrid (Michael Brook), Editions E.G. 

! Will Not Be Sad in This World (Djivan 
Gasparyan), Opal. 
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More Songs about Buildings & Food (Talking 
Heads), Sire. 

My Life in the Bush of Ghosts (David Byrne), 
Sire. 

Music from the Penguin Cafe (Penguin Cafe 
Orchestra), Editions E.G. 

One Down (Material), Restless (1616 Vista 
Del Mar Ave., Hollywood, CA 90028). 

Q: Are We Not Men? A: We Are Devo! (Devo), 
Warner Bros. 

Ruth Is Stranger Than Richard (Robert 
Wyatt), Blue Plate (dist. by Caroline). 

The Unforgettable Fire (U2), \sland. 

Voices (Roger Eno), Editions E.G. 

Yellow Moon (Neville Bros.), A&M. 
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computer hobbyist systems. 
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The MIDI Translator II has 1 IN and 
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serial thru switches and SMPTE to MTC conversion. It has unlimited merging, on-board MIDI Processing and 
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Studio 4" *$495 


Studio 5 


The Studio 3 has 2 INs and 6 OUTs, 32 MIDI channels, MIDI activity LEDs, serial thru switches and SMPTE 
to MTC conversion. This is the interface that countless sessions depend on every day. 


Studio 3" *$319." 


Tim Myer, one of the systems designers 
at Hydra Tech, knows what musicians 
need. “I’ve installed Opcode interfaces 
exclusively for years—they're 

reliable, and there’s always a model 

to fit the need, with the features 
musicians want. Since day one, it’s 
been easy to communicate with 
Opcode, the people are great.” 


Hydra Tech studio and tour support credits include: Janet 
Jackson, Bruce Hornsby, Michael Jackson, Greg Phillinganes 
and Chuck Leavell with Eric Clapton, Don Henley, Lionel 
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only in the most subtle way. | remember he did 
one for me that was the slow movements of 
all the Haydn string quartets. He arranged it 
so that the key changes were very nice, from 
one slow movement to the next. So we were 
putting on music to create an atmosphere, a 
mood, in a place. We wanted that mood; we 
didn’t want a different mood every three or four 
minutes. It’s like arranging lighting so that there 
are dark parts of a room and light parts, so there’s 
a consistency. You don’t want the lights to flash 
bright every ten minutes and then suddenly go 
completely black. 

Did your ambient experiments also function 
as a kind of personal therapy? 

Really, it did. | described it on the back of 
Discreet Music, and | still remember it so clearly. 
| had had an accident, and | was confined to 
bed. A friend of mine came to visit me, and 
as she left | said, “Can you put a record on for 
me?” She put it on, but it was much too quiet 
— plus, one side of my hi-fi had broken down. 
At first | was listening and thinking, “Oh, shit, 
| can’t hear the music.” But then I realized | 
wasn't just listening to the music: | was listening 
to the rain, and to these occasional pieces of 
sound drifting above the level of the rain. | 
thought, “Now, this is interesting, the idea that 
music shouldn’t exclude but should include, 
that the music you make can be a background 
against which other sounds can perform.” This 
also related a lot to going out to restaurants or 
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over to someone's house for dinner. They'd put 
a record on, and I'd think, “Why do they do 
this? You can’t talk while this is on.” You see, 
most music constantly vies for your attention. 

Melodies sweep you along through verses 
to a chorus, and on through other episodes to 
the conclusion. Your ambient music is more 
static, yet it moves as nature seems to move, 
without apparent direction. 

That’s right. Most music has a very strong 
sense of narrative. It’s teleological, as art historians 
say. Therefore, it has a strong sense of time being 
Cut up into sections. That's exactly what you don’t 
want if you're trying to dream. You don’t want 
to be constantly brought back to a world that’s 
cut up into little chunks. Most pop music does 
that. It’s very exciting if you're dancing; it’s not 
so nice when you're having a massage. 

Oddly enough, much of the up-tempo music 
that comes out of the rave culture functions sim- 
ilarly to your ambient works. There’s more em- 
phatic rhythm, but it flows by. You lose track 
of where the eight-bar phrases fall. You might 
think of it as frenzied ambience. 

That's quite true. | used to say that the closest 
thing to ambient music was heavy metal. If you've 
ever been to a heavy metal concert, everything 
becomes irrelevant except this blast of sound. 
It's an amazing experience to see a good heavy 
metal band. You're experiencing pure, physical 
sound. This is what’s happening in clubs. The 
beat has gone down a bit in the past few months, 
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but they reached a peak here last year when it 
was up to 150 or 160 bpm, sometimes even 
faster. When a beat is that fast, it almost stops 
being a rhythm and just washes over you, like 
pure sound. So you're right, it’s an ambient ex- 
perience for people with a lot of energy. 

Over the years, as your options for sound 
sources have expanded, do you find that your 
vision of what's appropriate for your music has 
expanded, or has it gone deeper within an un- 
yieldingly narrow range? 

By nature, I’m an option limiter. | notice 
this in nearly everything | do. | prefer to start 
off by saying, “All right, let’s not use any of these 
things. Let’s see what we can do with these 
two that are left.” Even when I’m producing, 
| do that with bands. In fact, my main value 
to people is to cut out a lot of possibilities and 
say, “Now let’s focus on what's left.” I’ve always 
done that with sound. My taste for sounds does 
exist within a certain band. I’m not interested 
in completely familiar sounds, but I’m not in- 
terested in completely weird ones either. When 
| started playing synthesizers, those were the 
two areas where people mostly worked. It was 
either something that sounded like an organ 
or something that sounded like a spaceship. 
What interested me were things that you sort 
of recognized, things that could seduce you, 
but which had sort of a detachment from any- 
thing you’d heard before. | still do that. 

Of course, where that range falls within the 
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The S2800stubDIO provides 8MB RAM, SCSI, and digital 
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sounds! All this for just 
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possible universe of sounds has shifted as time 
has gone on. Some things that were unfamiliar 
have become familiar, so I’ve moved away from 
those a little bit. And things that | thought at 
the time were very familiar, and therefore not 
interesting, have so fallen out of use that they’ve 
started to sound interesting again, like acoustic 
piano. That, to me, sounds much more inter- 
esting than it did 20 years ago, because it’s be- 
come rather exotic as a listening experience. 
Still, the kinds of sounds you were making 
with, say, Cluster in the early ’70s are very similar 
in character and function to the sounds you used 
on Neroli, even with changes in equipment. 
Well, a lot of that comes from the question 
of why you’re doing music. | went into music 
with perhaps a wrongly inflated view of what 
| should be doing. Coming out of art school, 
| said, “I’m supposed to be an artist. That’s what 
| do. I’m not just going to piss around. | want 
to think things out, come up with new ideas, 
and find exciting ways of doing things. | don’t 
just want to do what's expected of me.” One 
of the strengths of English music has been that 
strange art school background that keeps push- 
ing people into music who have this idea that 
their job is to somehow break new territory, 
and that they’re failing if they don’t. 
What changes do you see enhancing the 
experience of listening to music in the future? 
Well, first of all, audiences are probably 
sick to death with music. | know | am. | don’t 
listen to music very much. I’m sitting here, at 
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a desk, and next to me | have three or four hun- 
dred CDs on a shelf. | only bought about six 
of those; all the rest have been given to me. 
It’s just so much stuff! How do you navigate 
through all this? What is it that catches your 
attention? This is why | think there’s going to 
be a role for curators. 

What sort of curators? 

| can imagine somebody putting together 
collections of music that he likes and selling 
them. You say, “Oh, that’s a nice collection. 
lll buy his next one as well.” This person 
creams off a little percentage on top, having 
put these things together. Sooner or later we’re 
going to be delivering music down phone 
lines, and there are going to be people, some- 
thing like DJs are now, who package it for you. 
These curators are essentially two things: 
They’re filters who save you from having to 
listen to everything, but they're also connectors 
in that they make taste connections that you 
might not have made yourself. Eventually com- 
puters will be able to start doing this too. If 
you say to a computer, “I like Teardrop Ex- 
plodes, Velvet Underground, Abba, Silver Ap- 
ples, and Sinead O’Connor,” | can imagine 
a well-programmed database saying, “In that 
case, have you heard Elastic Pure Joy? You 
might like them.” It would scan the groups of 
things that people like and spot certain reg- 
ularities of connection, like the fact that people 
who mention Tony Bennett generally didn’t 
mention the Velvet Underground. 


You could also do percentages, suggesting 
that you like Tony Bennett about two-thirds as 
much as you like the Velvet Underground. 

It would help to specify particular songs as 
well. It would probably end up working a bit 
like the evolutionary synthesizer. Imagine you 
don’t know anything about music. You walk 
into a record shop, and here are 32 buttons. 
You press one, a bit of music comes out, and 
you say, “I don’t like that.” Press another: “That's 
more like it.” Press another: “Oh, yeah! That's 
quite good. Show me a lot of other things that 
are like that.” Somehow or another, you might 
be able to navigate into rather interesting and 
remote areas of music. 

Eventually, you might even be able to morph 
your own hybrid artist. 

Exactly! It doesn’t seem too far off. 

In an interview with an eastern European 
magazine in 1980, you mentioned that “music 
in the ‘80s will be more boring, and | look for- 
ward to that.” More recently, you predicted that 
‘90s music would be more “messy, vague, more 
mixed up. It will move away from the naive 
dreaminess of ambient/Velvets revivalism and 
from the clock-rigid robot dancing of 
techno/hip-hop/rave. It will be more wild, more 
complex, more organic.” 

God, how right | was [/aughs]! 

Where do you see the modern keyboard 
player in this context? How will he or she take 
part in, respond to, or even lead these trends, 
especially since some of it involves moving 
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away from music that was produced primarily 
with keyboards? 

My prediction is that improvisation is going 
to become a much bigger aspect of how people 
work. That's to say, | think people are going 
to spend less of their time doing carefully cal- 
culated, block-by-block studio work of the kind 
| was talking about before. That way of working 
is a little bit tired now. What will happen is 
that you'll find a lot more improvisers. | don’t 
think they're going to be improvisers like you've 
seen in the past. They’re going to be techno- 
logically very sophisticated, so there will be 
people sitting there with their sequencers and 
their samplers, and they’II be working live with 
that. Some people have started doing this — 


| have [laughs], and a few others. 

| can also see a movement toward a different 
taste for recordings. One of the things about im- 
provisation is that you get results that are messy 
and organic. You get results that sound like they 
were not tailor-made to fit onto a CD. | have this 
motto: “Make the medium fail.” By that | mean, 
do something that sounds like it’s bigger than 
something that can be fitted onto a CD. Suppose 
all painters knew that their work was only going 
to be seen on 11"-by-8" sheets of paper, printed 
in pretty much the same color ink. This would 
change a lot about the way painters work. You 
wouldn't get people like Frank Stella doing huge, 
three-dimensional pieces of painted aluminum; 
he’d just do a little picture that would look good 
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on a nice little piece of paper. 

My feeling about records lately is that so 
often | hear something that sounds like it was 
designed to fit on a CD. It neatly fits inside the 
medium. And | think, “How boring. What | 
want is something that seems to have all sorts 
of bits that haven’t fit inside, so | have to try 
to guess what they are.” You hear this a lot in 
jazz recordings, particularly the live ones, 
where you can’t really identify completely 
what's going on. But that immediately engages 
your Creative attention, because you start to 
make things up in your mind to fill the gaps. 
| want that to happen, and improvisation is one 
of the ways to do that. Improvisation announces 
to the listener, “This is happening for real, and 
we don’t know where it’s going.” 

The problem is that the next time someone 
plays that CD, it will be exactly the same as 
the first time. 

Yes, but there might be a solution to that, 
although not in the near future. 

A self-destroying CD that burns after one play? 

Maybe one that just keeps mutating [/aughs]. 
Though what you say is true, you can listen to 
an improvisation again and again, and still feel 
the excitement of the search going on. You can 
hear it when people are lost, and you can hear 
the thrill when they find themselves again. 

But for keyboard players there’s no particular 
challenge unique to the fact that they are key- 
board players? 

Well, keyboard players have a bit of a prob- 
lem in that they play an instrument that doesn’t 
naturally bend notes. The keyboard is digital 
in nature in that it gives you distinct islands 
rather than a continuous set of pitch possibilities. 
That's a disadvantage for keyboards. 

What other predictions can you make for 
music at the end of the millenium? 

You know the thing that happened with 
David Lynch and Quentin Tarantino? The music 
they put onto their records was given an ex- 
traordinary resonance by the fact that it was 
associated with their films. This was a trick | 
learned a long time ago. If you call something 
“music for film,” that says to people, “Imagine 
what the film would be for this music.” You 
evoke a whole set of imaginative skills that peo- 
ple have, and they think it’s in the music. But 
it’s not; it’s in them. It’s a trick, really, to use 
their own imaginations to flatter your music. 
What Tarantino did with the soundtrack for Pulp 
Fiction, for instance, was very interesting. He’s 
kind of sanctified some rather nondescript mu- 
sic, given it a real zing and a resonance. That 
soundtrack is great to listen to because you 
know there’s a story there. 

So the fact that this music is now in a movie 
changed your perception of it. 

In fact, I’ve never even seen the film. I’ve 
only heard the soundtrack. But as soon as | 
heard it, | thought, “Oh, yes. | see. | see how 
this could fit here.” This is the way in which 
a sort of multimedia form will come into being 
— through back avenues like this. E 


If 128 Voices Ain’t Enough for You, 
We’ll Add Two More. 


The company that pioneered digital sampling 
technology now redefines it for the fourth time with 
unparalleled functionality, elegance, and brute force 
power. But don’t just take our word for it; Emulator IV 
speaks for itself. 

Start with 128-voice polyphony, 128MB of sample 
memory, 128 6-pole digital resonant filters and compatibility 
with EIII, EIIIx, Emax® IT and Akai $1000/S1100 16-bit 
sound libraries. And you’ll have absolutely no question as 
to who is on top of the sampling food chain when you 
consider EIV’s other cutting-edge standard features— 
including a new icon-based user interface; graphic waveform 
editing; resampling while you play; load while you play; 
virtually distortionless pitch transposition over 10 octaves; 
AES/EBU digital I/O and dual 50-pin SCSI ports—and 
that’s just the beginning. 

ass - : - e it’s token sampling to the ‘ eae IV sas sale i ea for ns ished : 
“For recording or pe ire fis sate memory, the oe Bes ee es. Planned options include a secon 
pe esol there’ —Tony Banks, Genes! 32-channel multi- MEU 
polyphony... timbrality, built-in 
digital effects, non- 
volatile flash sample 
memory (up to 
16MB!), or an 8- 
channel multitrack 
digital audio interface.| rr | 
 ElVspowertruly | “Ety’ egsoa. s-3200 ‘S760 
lies in what it will do + ———_— 7 — 
for you. EIV’s massive polyphony virtually eliminates voice 
rip-off limitations, while enormous sample memory and load- 
while-play functions radically reduce load time during 
studio or performance gigs with instant access to your sounds. 
And of course, EIV features the same pristine, warm audio 
resolution that professionals globally have come to depend 
on from the Emulator family. 

But, hearing is believing. Take a trip down to your 

local EIV dealer and witness one being unleashed today. 


EMULATOR FOUR = E-mu Systems, Inc. 


E-mu Systems, Inc. P.O. Box 660015, Scotts Valley, California 95067-0015 * 408-438-1921 
U.K. E-mu Systems, Ltd., Suite 6, Adam Ferguson House, Eskmills Industrial Park, Musselburgh, EH21 7PQ * 44-031-653-6556 


© 1995 E-mu Systems, Inc. E-mu, E-mu Systems, Emax and Emulator are registered trademarks, and the E-mu logo is a trademark of E-mu Systems, Inc. All trademarks are property of their respective companies. 


here’s a 
lot more 
to Roland’s JV series instru- 
ments than just playing the factory pre- 


a few months now and you're ready to take it to a deeper 

level, read on; in this article we’ll talk about Tone layering, 

controller routings, setting up Performances for sequencing, and some 
little-known parameters that can add new colors to your music. 

The tips in this article are for the JV-80, JV-90, and JV-1000. While 
all these instruments are based upon the same synthesizer engine and 
have basically the same parameter displays, the JV-90 and JV-1000 
have very similar front panels, while the original JV-80’s is slightly dif- 
ferent. If there’s a difference in procedures, patch numbers, or buttons, 
those for the JV-80 will follow in parentheses. However, it may be nec- 
essary for you to consult your owner's manual to find the display pages 
under discussion. 
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sets. If you've been playing your JV synth for — 


son hae tips will os 
apply to the rack-mounted_ 
_JV-880 as. well, but its front panel — 
is naturally compacted, though most of the 
parameters discussed can be accessed. The new 
JV-1080 is based on a more advanced processor, and though 
many of these tips can be employed by it as well, the JV-1080's © 
panel and menus are significantly different. The JV-30, JV-35, and JV- 
50 do not provide the user access to many of the parameters we'll discuss. 


Panel Tour 

Before we get inside the JV, we need to be familiar with some important 
portions of the front panel. First, each of these instruments has mode 
buttons — Performance, Patch, Rhythm, and V-EXP (Performance Play/Edit 
and Patch Play/Edit) — that are used to select the current mode of operation. 
Each has eight buttons on the lower left side and eight sliders, collectively 
known as the Edit Palette. As you press any of the Edit Palette buttons, 
the respective parameter is called to the display, and the sliders can be 
used to edit its value. The Edit Palette buttons will call different parameters 
depending upon which mode you're in: Performance or Patch, Play or 
Edit, etc. 

Also important is a set of eight Function buttons (different locations 
on each model) labeled TUNE, EFFECTS, CONTROL, and so on. These buttons 
have multiple functions as well, depending upon which mode you're 
in. Each is multi-labeled with a pointer to its function in each mode (color- 
coded lines on the JV-80). 


PHOTGRAPHY BARRY MUNIZ 


Finally, 
under each dis- 
<< play are eight buttons. In 
“i Patch mode, these are the four Tone 
Switches and four Tone Select buttons. In 

Performance, they are the eight Part Switches. 


Architecture & Terminology 
To make sure we’re all speaking the same language, let’s continue with 
an overview of JV terminology and the basic synth architecture. We'll 
begin with JV basics: Tones and Patches. 

But first, just what does that word synthesizer mean? Let’s call it 
a device that uses electronics to create and control sounds. JV syn- 
thesizers, like many others, create their sounds from digital recordings, 
usually referred to as samples or waveforms, stored in ROM memory. 
Those waveforms can be controlled in pitch, loudness, and frequency 
content, then combined to produce the sounds you hear when playing 
the keyboard. 

How do the JV synths accomplish this? Each Patch you call up is a 
combination of from one to four Tones. Each Tone is essentially a complete 
synthesizer voice. In a tone, one of the JV’s waveforms is processed by 
pitch controls, an amplifier, a resonant filter, two LFOs, modulation routings, 
and effects. (See the “Reading, ’Riting, & Roland” sidebar on page 40 
for definitions and explanations of Roland synthesizer terminology.) The 
ability to layer these “mini-synthesizers” into Patches adds to the richness 
and realism of the sound. 

At a higher level than the Patches reside the Performances. A Per- 
formance is a collection of seven Patches and a Rhythm Kit. Each Patch 
is assigned to one of the Performance’s eight Parts, and can be layered, 
split across the keyboard, or assigned to its own MIDI channel for se- 
quencing applications. Performances also control the JV’s MIDI master 
controller features. 


Palette vs. Patch Editing 
Call up Preset Patch A17, “MIDled Grand.” The Tone Switches under 
the display light to indicate this Patch uses Tones 1, 3, and 4. 

It’s important to understand that there are two distinct methods to 


editing 

Patches and 

Tones on the JV synths. 

First, the Edit Palette is almost 

always active. When you first turn on 

the JV, your display should indicate “TVA Level,” 

corresponding to the lighted Levet button in the Edit 

Palette. The display shows the volume level for each of the 

Tones. Now move sliders 1 through 4 to control the volume levels of 

the respective Tones (slider 2 has no audible effect, as Tone 2 is muted). 

This is the essence of the Edit Palette — that you have continuous access 

to a single parameter for all four Tones simultaneously. Simply pressing 

PAN, TUNE, CUTOFF, ATTACK, etc., in the Edit Palette will provide instant 

access to the desired parameter, and the first four sliders can be used 
to edit its value. 

Under each Edit Palette button, however, is actually a complete menu: 
The up and down arrows in the display indicate there are additional 
related parameters. Under LeveL, for instance, pressing the up-arrow button 
gets you to the TVA’s Velocity Sensitivity and Velocity Curves. In fact, 
you can access most of the JV’s editing parameters under the Edit Palette’s 
buttons. In addition to providing for quick and easy editing, the Edit 
Palette is especially useful for changes during live performance, allowing 
you to “remix” a Patch in real time. 

The second editing method is Patch Edit. Press epit (Patch Edit) and 
the TVA function button (not the Edit Palette button). Notice that Tone 
Select 1 under the display now lights, and you see “1---” above TVA 
and several amplifier parameters, including the same Level (Lev), Velocity 
Sensitivity (Vel), and Velocity Curve (Crv) values we saw for Tone 1 in 
the Edit Palette. Press Tone Switches 3 and 4 to mute those Tones. Now 
we are both listening to and looking at the values for Tone 1 only. Once 
again the sliders will edit the corresponding values in the display. You 
can also use the cursor buttons and INC/DEC buttons to change values. 

Pressing Tone Select 2 changes the display to “-2--” and shows the 
TVA parameters for Tone 2. You can press multiple Tone Selects simul- 
taneously to edit multiple Tones at the same time. Asterisks in the display, 
like “1**-”, indicate that you’re looking at Tone 1, but that other Tones 
will be edited as well. (Keep in mind that we must enable Tone 2's Tone 
Switch in order to hear it.) Also notice that again we have a down-arrow 
in the display, indicating there are more TVA parameters just a Cursor- 
down away. To get to filter settings, tuning, or other Tone parameters, 
simply press the TVF, Pitch, or appropriate function button. Patch Edit 
is essential for honing the sonic details of an individual Tone. 

Now that you have a feel for navigating through the JV’s edit procedures, 
let’s dig in and see what we can do and how to do it. We'll also make 
some points as to why we might want to. 


Effective Layering 
A key to making the most of the JV’s polyphony is understanding the 
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<q role of each Tone within a Patch. Some Tones 


only sound at certain velocity levels, while oth- 
ers add subtle nuances that may be lost in the 
mix as you layer other sounds or instruments. 
These Tones are the primary candidates to be 
replaced by more sonically useful Tones, or mut- 
ed entirely. 

Within a Patch, each of the Tones uses one 
of the JV’s 28 voices of polyphony. Our exam- 
ple, MIDled Grand, uses three Tones; this al- 
lows you to play nine simultaneous notes — 
plenty if that’s all you’re asking the JV to do, 
but a bit restricting if you want to blend another 
sound, say strings, with your piano. If you were 
to layer MIDled Grand with Preset B31 (B17 
on the JV-80), “St Strings,” which uses two 
Tones, you'd have a beautiful sound but only 
be able to play five notes before running out 
of voices. Unfortunately, this is how most users 
try to play their JVs — by layering multi-Tone 
patches on top of each other in Performance 
mode, wasting polyphony. 

Since we know that Patches are already 
layers of Tones, let’s see if we can’t find a better 
way. In our MIDled Grand patch, listen to each 
of the three Tones separately by muting and 
unmuting them with the Tone Switches. Now 
call up St Strings and do the same. Tone 1 has 
the left-channel strings, Tone 2 the right-channel 
strings. Call up MIDled Grand again. Tone 3 
has a low, round timbre that adds body to the 
“ piano sound at higher velocities. Since our 


strings will also add body, press Tone Switch 
3 to mute it for now. 

Now let's copy Tone 1 from St Strings into 
MiDled Grand’s unused Tone 2 location. Press 
WRITE, Cursor to Copy, and press ENTER. The dis- 
play reads “From TEMP T1 ... to TEMP T1”. 
The top line of the display is the copy source, 
so select Preset B31 (B17), then press Tone Select 
2 so that the display reads “From B 3171... 
to TEMP T2”. Press ENTER to execute the copy. 

Our MIDled Grand now has strings on the 
left side. Use the Edit Palette Level controls to 
balance the sound to your liking, then press 
Pan and use slider 2 to move the strings to the 
center (0). If you push the slider all the way to 
the top, you'll access the RND (random) setting, 
which adds fullness to chords by randomly pan- 
ning each note in the chord to a different po- 
sition in the stereo field. Press Epit, then 
COMMON, and rename the patch, say “String 
Grand,” then write it to a User Patch location. 
You now have a sound that’s nearly identical 
to what you'd get by layering the two original 
Patches in a Performance, but it has nearly twice 
the polyphony of the original layer. 


Using the Edit Palette for | 

Live Performance 

Our new String Grand patch can also provide 
a good example of how to use the Edit Palette 
during a live performance in Patch mode. We've 
already determined that we can fade the strings 


OR, WHAT DO ALL THOSE NUMBERS MEAN? 


or many new owners of synthesizers, it 

may seem as if the instrument, the manual, 
and the salesperson are all speaking a 
foreign language. Well, I’m here to tell you 
— it's true! Like any art, science, sport, or 
hobby, electronic music has a jargon all its 
own, and delving into the vernacular can be 
an intimidating process for the uninitiated. 
Hopefully, the glossary below will help you in 
your rite of passage into Roland's digital 
domain of JV synthesizers. 

If you’re just getting started, and want to 
customize the factory sounds and program 
your own, or are just plain curious how these 
things work, select one of the JVs Preset 
Patches, a string sound or synth pad that sus- 
tains, and press the Tone Switches to mute all 
but one Tone so you can isolate a single 
sound. Press eEpit (Patch Edit) and start with 
the Wave/LFO parameters. Proceed from there 
through the TVA and TVF envelopes. Edit each 
parameter one at a time, listening for its effect 
on the sound, and reading its description in the 
— no, don’t say it! — owners manual. Manuals 
really do hold valuable information. Keep in 
mind that many parameters are interrelated, so 
adjusting one may have no discernable effect, 
depending on how others are set. Enjoy! 
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attack time: The first stage of an envelope. 
In the JV, attack is equivalent to T1 
(Time 1) on all of the envelopes. 

cutoff frequency: The point in the frequency 
spectrum at which the filter begins to re- 
duce the harmonic content of the sound. 
When the filter is set to lowpass mode, fre- 
quencies above the cutoff frequency will be 
lower in volume. As the cutoff frequency is 
lowered, more of the highs are reduced or 
eliminated, making the sound darker. 

envelope: A shape that is applied to each 
note. Usually a synthesizers envelopes are 
programmed by time (or rate) and level pa- 
rameters. A JV Tone has three envelopes, 
one each for pitch, filter, and amplitude. 

filter: The function that controls the fre- 
quency content of a Tone. The filter 
makes the sound brighter or darker, 
and therefore has a powerful effect on 
the tone color. 

LFO: Low-Frequency Oscillator. The LFO 
creates periodic movement, such as vi- 
brato, during the course of a note. The JV 
has two LFOs per Tone. Each can be 
routed to control a specific destination — 
the pitch, filter cutoff, or amplitude. 

Part: In the JV, the Part is a slot or partition 


in and out using slider 2 simply by pressing LEVEL. 
Pressing Tone Switches 2 and 3 will mute the 
strings and restore the full piano sound of the 
original MIDled Grand — no additional pro- 
gramming necessary, and there’s no need to 
switch to a new patch. 

Another example of performing with the Edit 
Palette is provided by Preset Patch C31, “Touch 
Lead” (B77 in the JV-80). Call up this patch and 
notice that Tone 2 is enabled, but has 0 level. 
Increasing its level with the slider brings in a 
raspy bit of growl (caused by FXM — see page 
67), adding a wealth of expressiveness to this 
sound. Or select Preset Patch D32, “JP-8 Pad” 
(B74), press Cutoff in the Edit Palette, and use 
sliders 3 and 4 to sweep the filters. 

Unused Tones within a Patch can also store 
an interval tuning to quickly transpose keys or 
octaves. FYI: In Roland’s patch library for the 
JV, you'll find some Patch names ending in “x4”. 
These are preprogrammed with three similar 
Tones muted for quick switching or layering. 


Controller Routing 

Let’s step back to our String Grand example. 
Using slider 2 to control string level is fine 
if we’re playing in Patch mode, but what if the 
Patch is part of a Performance, or we're se- 
quencing? Controlling Edit Palette Level or 
sending a MIDI volume message will affect 
the whole patch, not just the strings. Welcome 
to the wonderful world of controller routing. 


within a Performance. Each of the eight 
Parts holds the number of a Patch, along 
with related parameter settings. 


Patch: The basic sound that is heard when 


you play the keyboard; also, the group of 
parameter settings that defines the sound. 
Patches combine from one to four Tones. 


Performance: The highest level of organiza- 


tion in the JV. Each Performance is a 
group of eight Parts. Performances also 
control the JV’s MIDI parameters. 


release time: The final stage of an envelope, 


which is triggered when the key is re- 
leased. In the JV, release time is equiva- 
lent to T4 (Time 4) on all of the envelopes. 


resonance: A function within the filter that 


accentuates the overtones near the 
cutoff frequency. 


Tone: The primary building block of a Patch. 


Each tone contains its own TVA, TVF, 
two LFOs, choice of waveform, and other 
parameters. 


TVA: Time Variable Amplifier, Roland’s digital 


amplifier (equivalent to a VCA in older 
gear). [he TVA controls the volume level 
of the sound over time. 


TVF: Time Variable Filter, Roland’s digital 


filter (see filter). 
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The JVs have three controllers, two pedals, and 
the C1 slider, all of which can be assigned to 
send continuous controllers or other MIDI mes- 
sages. Each Patch has three control sources 
— modulation, aftertouch, and expression — 
which can each be routed to four simultaneous 
destinations per Tone. 

As an example, call Preset Patch B64, “Har- 
mon Mute1” (B43). Sustain a single note, then 
push the modulation lever forward. You'll hear 
a growl and a bit of vibrato. To see how this 
is accomplished, press EDIT and the Control func- 
tion button, then cursor down until the Mod- 
ulation Destination Depth screen appears. If 
its not already lit, press Tone Select 1 so that 
“1---” shows in the upper left, indicating that 
the Tone 1 values are displayed. The display 
tells us that modulation will increase the level 
(LEV +63) of Tone 1, and cause its pitch to be 
altered by LFO 1 (PL1 +2). Pressing Tone Select 
2, “-2--”, shows that modulation has no effect 
on Tone 2. If you want to tame the growl, lower 
the +63 to about +25. 

Press Patch (Patch Play) and return to our 
String Grand patch. Let’s assign the C1 slider 
to transmit expression and have it control the 
level of our strings. Press Control and cursor 
down until the C1 Assign display appears. Cursor 
right and set the mode to I+M (both internal con- 
trol and MIDI out) and the Assign to CC11/Ex- 
pression. The Value will be set in performance 
by the C1 slider position, so the parameter field 


on this screen is blank. Press Control to exit. 
Controller assignments are system parameters, 
and don’t need to be written into memory — 
they will remain until you change them. 

In our String Grand patch, with Edit Palette 
Level selected, bring slider 2 to 0 to temporarily 
silence the strings. Press EDIT and Control (Patch 
Edit and Control), then cursor down until the 
Expression Destination Depth display appears. 
Press Tone Select 2 to route the signal to the 
strings. Press INC until the first orF changes to 
Lev. Cursor right and give it a positive value, 
say +32. Now the C1 slider will control the 
string’s level. Write this expression routing into 
memory as part of the Patch, and you can have 
this same control in Performance mode, or send 
a CC11 message from your sequencer to control 
the string’s Tone individually within this Patch. 

In addition to level, the modulation, after- 
touch, and expression control inputs can be rout- 
ed to your choice of 11 other parameters, such 
as pitch, cutoff, resonance, and LFO rates or 
depths, providing a wide range of expressive con- 
trols. Also note that you have negative, as well 
as positive, depths, so you can crossfade Tones, 
open and close filters, or slow an LFO while in- 
creasing its depth, all from a single controller. 


Effective Panning 

If you've tried sending panning messages to your 
JV, you may have been puzzled by some mixed 
results. The effect seems to work great some- 


times, but so-so or not at all other times. For 
example, select Preset Patch D11, “Beauty Vox” 
(B34). Assign the C1 slider to CC10, or send 
pan control data from your sequencer. Moving 
the slider produces some panning, but not a 
clean left/right separation. To find out why, we 
once again need to dig into our Tones. 

After exiting the Control page, press Pan in 
the Edit Palette. You'll see that the three active 
Tones are widely spread across the stereo field, 
with values of RND, 63R, and L64. This initial 
placement provides a lush-sounding patch, but 
prevents a full left to right pan, as the pan mes- 
sage can only move the Tones on the extremes 
back to center. Use sliders 1 to 3 to give all Tones 
a 0 Pan value. Now the C1 slider will provide 
a more prominent left or right movement. The 
Patch also has a master pan setting under EDIT 
and Common (Patch Edit and Common), but 
this is virtually always set to center, 0. 

The JVs also have stereo effects processing, 
so the reverb and chorus will diffuse a hard left 
pan slightly back into the right channel and vice- 
versa. If you want to treat the JV’s stereo outputs 
as two individual outs, you'll need to eliminate 
the effects sends for each Tone. From Pan in 
the Edit Palette, cursor up twice and zero out 
the Chorus Sends, then cursor up once more 
and do the same for Reverb. You now have true 
left and right separation. These changes can 
be saved into individual Patch memories. 

One final note on panning: If after all this, 
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Musicator Giveaway 
P.O. Box 50405 
Boulder, CO 80322-0405 


Musicator Win 2.0 ($299). Integrated sequencing/notation software 
package for Windows. While many notation programs play back 
exactly what’s notated, Musicator allows musicians to retain 

. the live feel of their music and still produce correct, clean notation. 

,Roland SC-33 Sound Canvas ($675). Convenient desktop design with 
front-panel editing buttons, 16-part multitimbral, 28-voice polypho- 
ny, 228 tones, eight drum kits, GS and General MIDI compatible. 

Roland SC-7 MIDI Module ($299). 16-part multitimbral, 28-voice 
polyphony, 128 tones, six drum kits, GS and General MIDI com- 
patible, DIN jack for serial computer connection. 

Kat dk-10 MIDI Percussion Controller ($499). 10-pad programmable 
MIDI controller, four user-definable kits, 10 factory presets, ultra- 
sensitive FSR pads, two footswitch inputs, one trigger input. 

Fatar CMS-61 Keyboard Controller ($479). 61 keys, synth action, 
program and bank controls, programmable control wheels, inset 

pees accommodates computer keyboard and mouse. 

: ACSZ00H; wm | iltimedia Speaker System ($299). Mag- 
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hat tips 


you find a sound is not staying panned as you 
play it, check each Tone’s Pan Key Follow. This 
parameter allows the specific notes you're play- 
ing to control the pan position of the Tone. For 
example, a piano sound may sound to the left 
on the low end and move to the right as you 
play up the keyboard. Press epit and TVA (Patch 
Edit and TVA). The first display has the P-KF 
parameter. A 0 value means keyboard position 
will not affect panning. 


Special JV Features 


To conclude our section on Patches and Tones, 
let’s take a look at some applications of the JV’s 
lesser known and/or unique abilities. 


Tone Delay 
While some of the factory patches use the reverb 
processor for delay, this creates a dilemma when 
sequencing, as the Performance only has one 
reverb processor, and you may not want delay 
on all eight Parts. Hmmm. . . how about using 
those four Tones and Tone Delay to:build your 
own delay? Call Preset Patch A71, “Nylon Gtr 
1” (B51) and copy Tone 1 to Tones 2 through 
4, (Unless you want the echoes to bounce 
around at random in the stereo field, it might 
be a good idea to change the RND pan to 0 
before doing the copy operation.) 

Press Level in the Edit Palette and set Tone 
2 to 40, Tone 3 to 22, and Tone 4 to 6. Cursor 
down to Tone Delay Time and set them to 0, 
32, 64, and 96 for Tones 1-4 respectively. Voild, 
instant delay! Adjust the Tone Delay Time to 
suit your song tempo, or each Tone’s Pan po- 
sition to have the delays fade across the stereo 
field. To save polyphony and prevent the delay 
from muddying up faster passages, press EDIT 
and TVA, and cursor down to Delay. Press all 
four Tone Selects simultaneously, “1***”, and 
set the mode to Hold. Now the delay Tones 
will only sound if the note is sustained through 
the Tone Delay Time. 


FXM 

FXM stands for Frequency Cross Modulation, 
which sounds quite technical but is really quite 
simple. FXM uses a square wave to modulate 
the selected waveform, which creates new har- 
monics, essentially creating a new waveform. 
Waveform modulation was common on analog 
synths, but is not so common on instruments 
that make use of complex digital waveforms. 
We've already discussed two Patches that make 
use of FXM, Touch Lead and Harmon Mute. 
Press EbiT, then the Wave/LFO function button, 
then cursor down to FXM. Simply turn it on 
and set its Depth. The results can vary by wave- 
form, depth, and pitch, but FXM is great for 
adding growls to saxes, or some extra bite to 
synth sounds. I’ll leave you to experiment. 


Analog Feel 

Many of the pad sounds on the JV employ an 
effect called Analog Feel. This produces irregular 
variations in pitch and level to emulate unstable 
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analog oscillators. These subtle (or drastic, if 
you overdo it!) variations help to produce the 
trademark warmth of analog synths, as well as 
the natural pitch variation of percussion. This 
parameter can only be accessed in Patch Edit, 
but once stored into a Patch it is carried over 
to the Performance. Press epit and Effect and 
cursor down to Analog Feel. Again, I’ll leave 
you to experiment on your own. 


Release Velocity 

In addition to being velocity- and aftertouch- 
sensitive, the JV keyboards also transmit release 
velocity. Depending on your playing style, this 
can take some getting used to, but it’s another 
source of nuance that can make a difference, 
especially on acoustic instrument simulations 
— bows and fingers don’t leave strings iden- 
tically each time, nor does breath expire through 
a reed or valve with digital precision! Return 
to B31, “St Strings” (B17). Play and hold a chord, 
then lift your hands off the keyboard as slowly 
as possible. Play the chord again, lift your hands 
quickly, and listen for the difference in release 
time. If you have trouble hearing the difference, 
muting the reverb may help. To program release 
velocity sensing, press EDIT and TVA, then cursor 
down to TVA-ENV and adjust the Velo-T4 val- 
ues. Negative values will make the release time 
shorter as you produce higher release velocities 
by letting the keys off more quickly. Release 
velocity can also control the release times of 
the pitch and filter envelopes. 


Redamper 

The JV-90 has this new feature that was not 
found in the previous JVs. Typically, a damper 
pedal allows you to sustain notes in place of 
physically holding the notes. Redamper allows 
you to sustain notes that are in the process of 
dying away if you press the pedal after you’ve 
removed your hands from the keyboard. Turn 
Redamper on under epit and Control, then cur- 
sor down to the Pedals display. Make sure your 
Tone(s) have sufficient release time (TVA ENV 
T4), so you can catch them as they fade. If the 
filter envelope also shuts off the tone, adjust 
TVF ENV T4 as well. Try the Redamper switch 
on our String Grand patch, and remember that 
this is a per-Tone parameter. It could be helpful 
when changing sounds in live performance, 
along with the JV’s natural Patch Remain ability 
to continue sustaining notes from the previous 
Patch when a new Patch is selected. When using 
Redamper on a pad sound, you may have to 
adjust your pedal technique so as not to build 
up muddy cluster chords. 


PERFORMANCES 


Time to shift our attention to the JV’s Performance 
mode. Performances allow the JV to transmit 
and receive on up to eight MIDI channels, send 
multiple program and volume messages to con- 
trol other sound sources, and set key ranges for 
both internal and external sounds. However, 
as with Patch mode, there are some intricacies 


to making the most of these features. Press Per- 
formance (Performance Play) and read on. 


Performance Zones & Key Modes 
First, it’s important to understand that there 
are three components to each Performance: 
Tx Zones, Int Zones, and Parts. Tx Zones con- 
trol what is transmitted out MIDI — which 
MIDI channels data is to be sent on, which 
volume, pan, or program changes are to be 
sent, and also the velocity sensitivity and 
curves to be used, along with the key ranges 
used to control external sound sources. Int 
Zones control the same parameters — chan- 
nels, velocity controls, key ranges, etc. — for 
the internal sounds being played locally by 
the keyboard. Parts control the sounds being 
played via the MIDI in: patch selection, level, 
pan, tuning, and MIDI receive switches. 

These three components interact differently 
depending upon the Performance’s Key mode. 
Each Performance is assigned one of three Key 
modes — Layer, Zone, or Single. Layers and 
Zones are the main master controller modes, 
with Tx Zones, Int Zones, and Parts all available. 
They are very similar except that Layers ignore 
the Tx and Int Zone’s key ranges; all sounds 
are layered across the entire keyboard. Singles 
are optimized for using the JV with a sequencer, 
and are quite different from Layers or Zones. 
In Single Key mode, both the Tx and Int Zones 
are disabled. Only the Part selected by the cursor 
in the display will be played, and the JV will 
change its MIDI transmit channel to the MIDI 
receive channel for that Part, making it quite 
simple to change channels to communicate with 
different instruments in your sequence. 

For a quick example of these Zones and Key 
modes in action, pull up Preset Performance 
A01, “Jazz Split.” Press epit and Common (Per- 
formance Edit and Common), then cursor down 
to see the Key mode, which is Zone. Now press 
the Int Zone button, and you'll see that Parts 
1 and 2 are active, as shown by the lighted Part 
Switches under the display. The lighted switches 
indicate that you're playing two of the JV’s Parts. 
Pressing Part Switch 3 will enable a third sound 
on the keyboard. Press Tx Zone and the same 
two Part Switches are lit, indicating that you're 
transmitting MIDI out on two channels as well. 
Press Part and all eight Part Switches light to show 
that all of the Parts are available to receive MIDI 
data. The JV-90 and JV-1000 have convenient 
Tx-Local-Rx switches near the Edit Palette, which 
allow you to quickly check the status of all three 
components. Pressing Tx shows the Tx Zones, 
both lighted shows the Int Zones, and Rx lit 
shows the Part receive switches. 

Now that we’ve dissected a Performance, 
please note that the Edit Palette is still active 
in Performance mode, albeit with a new set 
of parameters for Performances. The Level but- 
ton will control the level of the internal sound 
source only, but you can send MIDI volume 
messages on any of the active Tx Zones by 
pressing Tx Vol in the Edit Palette and moving 
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a slider. In our Jazz Split example, slider 1 will 
send MIDI volume on channel 1, slider 2 will 
send on channel 2. Enabling all eight Tx Zones 
turns the Performance into an eight-channel 
MIDI mixer — handy for controlling external 
modules in live performance or recording vol- 
ume messages into a sequencer. 


Using Preset Performances 
Programming a Performance from scratch can 
be a bit complicated, so | take advantage of 
the Preset Performances whenever possible. For 
example, | always start with AO1 Jazz Split when 
| want to setup a split keyboard, because about 
90% of the programming is already done for 
me. | simply need to choose the sounds and 
I’m done. My sequencing template is built 
around AO8 Fusion Set, a Single Key mode Per- 
formance ready for sequencing. If you're looking 
to construct your own Performance, check the 
Presets first to see if there’s one that has the Per- 
formance attributes (i.e., key mode, key splits 
and velocity response) close to what you're look- 
ing for, and use it as a template. 


Real-Time Patch Editing 

One of the JV-90’s and JV-1000’s best kept se- 
crets is their ability to edit a Patch from within 
a Performance. (Sorry, the JV-80/880 do not have 
this ability.) Call up Preset Performance A08 
Fusion Set, and cursor to the bass patch on Part 
2. Hold enter and press the Patch mode button. 


The display shows the Thumpin Bass and looks 
like it has returned you to Patch mode. The Per- 
formance is still active, however, you just can’t 
see it! But you can hear it if you're playing a 
sequence, and you now have all the Patch Edit 
Palette and Patch Edit controls available so you 
can tweak your sounds in context as the music 
plays — lower a cutoff frequency here, add a 
little resonance there, reduce a release time as 
needed. The P(2) in the display indicates you're 
editing Part 2 of the Performance. Just press Per- 
formance to return to the normal Performance 
displays. 


Chorus & Reverb Controls 

The Performance Part’s effect sends have been 
a source of confusion for a number of users. 
Back in our Fusion Set Performance, cursor left 
to play the MIDled Grand patch on Part 1. Press 
Level in the Edit Palette and cursor down four 
times to the Reverb switches. Hmmm... . just 
off and on? Turn it off. Hmmm... . still hearing 
some reverb on the piano?! The reason for this 
lies in the Chorus’s output. Press epit and Effects 
(Performance Edit and Effects) and we'll see that 
in this Performance, the Chorus is sent out 
through the reverb, Out=REV. So even though 
we disabled the Parts Reverb switch, this patch 
had tones routed to the chorus, as well, which 
were in turn sent through the reverb. Changing 
Out to MIX will kill the reverb entirely, and sep- 
arate the Reverb and Chorus sends. By the way, 
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you can use CC91 to control the Reverb Switch 
and CC93 to control the Chorus Switch via 
MIDI. Value O for Off and 127 for On. 

Okay, so we can turn reverb off and on for 
the Part, but how do we control the depth of 
reverb somewhere in between? This is another 
example where we need to edit a Patch from 
within a Performance. On the JV-80/880, you 
must edit the Patch, then Write it into a User 
Patch location in order to hear your changes 
in a Performance. Since each Tone within the 
Patch has its own Reverb Send Level, we can’t 
properly control reverb depth from a single value 
in the Part. Press Pan in the Patch Edit Palette 
and cursor up to Reverb Send Level. The sliders 
will control the reverb depth for each Tone. The 
Patch Reverb and Chorus Sends, Edit and Effect 
(Patch Edit and Effect) are disregarded in Per- 
formance mode. 


OUTRO 


| hope these ideas have helped you gain a better 
understanding of your instrument, and inspired 
some creative ideas of your own. Experience 
is the best teacher, so | encourage you to ex- 
perience the magic of mastering your JV! E 

Douglas Hanson is Product Specialist Manager 
for Roland Corporation U.S. He spends way 
too much time with the wrong kind of key- 
boards — ASCII — but finds time now and 
then to take a synth or two through its paces. 
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hen Korg gave us a sneak preview 
of their Wavedrum last year, we 
were amazed — but skeptical. A 
packed demo room at a trade show isn’t the 
best place to get the real low-down. Was this 
thing truly capable of responding to brushes, 
fingers, hands, and sticks as sensitively as 
Korg’s demo made it seem? 

One touch was all it took. When the 
Wavedrum turned up at our offices nearly 
a year later and we actually got to play the 
thing, our attitude quickly changed from 
“show me” to “hell yes.” It was a religious 
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Korg Wavedrum 


DSP-BASED PERCUSSION SYNTHESIZER 


experience. Delicate brush sweeps. Intricate 
finger taps. Rubs. Scratches. Full-impact 
stick hits. Buzz rolls. Slaps. You name it. 
Whatever we threw at it, the Wavedrum in- 
terpreted spot-on. 

Just to make sure we weren’t on a caf- 
feine high, we invited Santana’s percussion- 
ist Karl Perazzo over for a second opinion. 
A true hand-drumming expert, he proceed- 
ed to pummel the instrument for the better 
part of three hours. Read his comments on 
page 74. 

Since the Wavedrum contains its own in- 
ternal synthesizer — and an impressive one 
at that — you can get up and running with 
one simple audio connection to a sound sys- 
tem, or by plugging a pair of headphones 
into its phone jack. Korg ships the unit with 
100 factory-programmed patches that range 
from authentic hand drums to far-out special 
effects. All can be customized, if desired. 
We'll get more specific about the sounds and 
programming capabilities below. 

What makes this instrument so impressive 
is the accurate and sensitive way that it cap- 
tures the player's performance, and how its 
internal synth engine responds to that infor- 
mation. Let's take a look at the whole mouth- 
watering process from top to bottom. 


tart Me Up. Anyone who’s ever rolled 

their fingers on a tabletop and wished 
they could find a device responsive 
enough to interpret those motions is in for 
a treat. The Wavedrum’s sensitivity and 
speed are frightening. An engineer at Korg 
reports that the instrument is capable of 
100-plus decibels of dynamic range. In our 
playing experience, it’s without question 
the most responsive electronic percussion 
device we’ve ever played. 

Two rims are included with the unit: a 
contoured “low-rider” rim for conga-like 
hand drumming, and a removeable “raised” 


By Greg Rule 


The Wavedrum (shown player's view, front, and rear) houses a DSP-based synth engine capable of physical modeling. The 
engine is driven by four internally mounted PZM microphones. Delicate brush sweeps. Intricate finger taps. Rubs. Scratches. 
Full-impact stick hits. Buzz rolls. Slaps. Pops. You name it. Whatever we played, the Wavedrum interpreted, spot-on. 


rim for those who want to play with sticks 
(see Fig. 1). The latter has two notched strips 
along its outer edges for guiro-like playing 
techniques. The Wavedrum’s standard 10" 
drum head is tunable and replaceable. 

Unlike most synths, samplers, and sound 
modules that have fixed oscillators, the Wave- 
drum relies on the ever-changing energy that 
occurs at its surface to excite its electronic 
innards. If you shout into the Wavedrum’s 
head, it will react. If you slide your palm 
across its surface, it will react. If you push 
it, poke it, scratch it, or slap it, it will react. 
Hitting it with a wooden stick will result in 
a sound that’s colored differently than if it 
was struck with a hand, a metallic object, 
or whatever. 

Sensitivity of this kind can have its draw- 
backs, though. Loud stage monitors or the 
stomping of feet on a wooden floor, for ex- 
ample, can excite the Wavedrum. One Wave- 
drum user told us he once had to muffle the 
instrument's head to keep it from reacting to 
a nearby bass amp. But, hey, drummers have 
had the same problem with buzzing snare 
drums for years. 

Four PZM microphones are mounted in- 
side the Wavedrum for capturing the player's 
performance: three in a triangular array inside 
the body, and one under the logo plate (lo- 
cated opposite the LED, see photo). Three 
more are positioned inside the removable 
raised rim. The mics not only act as triggers 
for the internal synth, but also as carriers of 
acoustic signals; in some Wavedrum patches, 
this direct audio information is blended with 
the synth sounds. 

So how does the Wavedrum do what it 
~ does sound-wise? Math, math, and more 
math. It is the first instrument in Korg’s prod- 
uct line to feature their proprietary DSP- 
based synthesis system. Without getting too 
mired in technospeak, let’s just say the 
Wavedrum’s engine is capable of recreating 
mathematically a world of expressive tim- 
bres, ranging from physically modeled 
acoustic instruments to various synth 
sounds, including analog and FM. Scary. 
Every new engine needs a name, so Korg 
dubbed this one state-variable, or SV for 
short. There are 62 factory-programmed 
algorithms onboard, each providing various 
combinations of the above synthesis types. 

As with any proprietary technology, es- 
pecially a new one, Korg is keeping the de- 
tails of this architecture close to their chest. 
For those unfamiliar with algorithms and 
physical modeling, we offer this two-sentence 
crash course: Complex computer algorithms 
(consisting of a wide array of mathematical 
filters, mixers, oscillators, and the like) are 
used to describe the sonic and performance 
characteristics of an actual acoustic instru- 
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ment. Unlike samples, which are one-dimen- 
sional audio snapshots of a sound, physical 
models change constantly according to per- 
formance gestures, much as an acoustic in- 
strument would. (For further reading, refer 
to “The Next Big Thing,” our Feb. ’94 cover 
story. On page 103 you'll see four screen- 
shots from Korg’s Synthkit, the software used 
to create the Wavedrum’s algorithms. You 
might also want to peruse “The History of 
Physical Modeling,” Sept. ’94, and our review 
of Yamaha's VL1, June ’94.) 


rogramming. Any Wavedrum owner in- 
terested in programming his or her own 
sounds will need Korg’s RE1 Remote Editor. 
Without it, only three parameters can be 
tweezed: tune, decay, and a predetermined 


“other” parameter which, according to Korg, 
was chosen because it makes the most dra- 
matic change to the sound. In the case of the 
Wood Drum patch, for example, it’s drum 
type. For the Beast patch, it’s growl amount. 

With the RE1 connected, you can access 
up to 11 parameters per patch. The number 
and types of parameters vary from patch to 
patch. Some parameter names are familiar: 
filter cutoff, LEO depth, LFO rate, and the 
like. Others aren’t so typical: Snap, Bark, 
Crunch, Pluck, Cannon, Tension, Stuffing, 
and more. 

What do these oddball parameters do? 
In most cases, their effects are pretty true to 
their names. The Udu patch, for example, 
is a physical model of a ceramic pot, so the 
parameters relate to the actual, physical char- 
acteristics of the pot and the way it is struck. 
Its parameter set includes clang type, color, 
and size. Clang type, used in conjunction 
with the pitch parameter, gives the sound a 
more metallic overtone content. Increase 
clang color and the sound shifts to a more 
resonant metallic tone, as if the side of the 
pot was being struck. Clang size simulates 


Attachable 
Ve "Raised" Rim 


Pickup Cover 


10" Replaceable 
Drum Head 


Rubber Cushion 


Fig. 1. An exploded look at the Wavedrum’s rims, head, 
and body. If you want to play with sticks, the uppermost 
rim attaches directly to the conga rim and connects elec- 
tronically to the Wavedrum via a rear-panel input. 


changing the diameter of the pot. 

On the left side of the RE1’s front panel 
are six function buttons for selecting modes. 
Press F1 and you'll be whisked into Play 
mode, a simple screen where several of the 
Wavedrum’s front-panel functions can be ac- 
cessed (patch select, tuning, decay). F2 takes 
you into the multi-layered Edit mode, where 
most of the sound-shaping procedures are 
performed. When you press F2, the current 
algorithm number is displayed. A second later 
it disappears and the Sound Edit parameters 
appear. If you move one of the RE1’s sliders, 
the corresponding parameter name will ap- 
pear on the top line of the LCD. Handy. 

When deciding what parameters to in- 
clude in the final editing set, Korg’s engineers 
were faced with the daunting task of narrow- 
ing hundreds of options down to a handful. 
Being the tweakaholics that we are, we wish 
we could get our arms and elbows into the 
depths of the algorithms, but that would most 
likely spell trouble. Tweezing the wrong pa- 
rameter of a physical model could instantly 
turn a pleasant timbre into a garbled wheeze 
— or cause the sound to go away completely. 
To Korg’s credit, the parameters they do pro- 
vide are diverse enough to keep programmers 
up to their elbows in new sounds for years. 

We had a blast programming this instru- 
ment. Being able to change, for example, the 
tension of a snare drum’s wire strands or its 
shell size via software was a spine-tingling 
affair. Likewise, flipping through the screens 
and coming across such items as Bark and 
Crunch brought a smile to our faces. Overall, 
editing Wavedrum sounds is a fun, intuitive, 
exciting process. 

The next editing page, Edit Pedal, lets you 
assign any two of the available algorithm’s 
parameters and their ranges to the expression 
pedal. Those assignments are stored with the 
patch. The pedal is very useful when sim- 
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ulating effects such as 
talking drum pitch- 
bends or synth-like fil- 
ter sweeps. Korg’s 
XVP-10 and EXP-2 
expression pedals, or 
equivalent, are com- 
patible with the 
Wavedrum. Though 
the drum’s back panel 
doesn’t say so, you 
can plug Korg’s FC6 
footpedal into the RE1 
jack for hands-free 
patch selection. 

Continue to scroll 
upward through the 
editing layers and 
you'll find Edit Pres- 
sure (for aftertouch 
sensitivity from the 
drumhead), Edit Out- 
put (for setting the 
overall output level), 
and Rename/Write 
(for naming, saving, 
and comparing patch- 
es). In the F3 Layout 
mode you can per- 
form such utilitarian 
functions as patch 
swapping, copying, 
and recalling of facto- 
ry patches. F4, the 
MIDI mode, is some- 
thing we'll address lat- 
er. The F5 and F6 keys 
aren't active. 


stg The beauty 
of the Wavedrum 
is its ability to change 
colors like a 
chameleon. The Udu 
drum patch, for ex- 
ample, is full of subtle 
surprises. Thump the 
middle of the head 
for a basic tone. Dig 
into the head with 
your fingers or palm 
and then release 
quickly to bend the 
pitch upward. Tap 
gradually from the 
center of the head to 
the outer rim and the 
sound will change 
smoothly from a 


SANTANA’S KARL PERAZZO GIVES THE WAVEDRUM SOME. 


from time to time Keyboard invites pro musicians 
| from the outside to sit in with us as we review new 
products. When Korg’s Wavedrum arrived, we felt 
compelled to enlist the talents of a true hand-drum- 
ming expert — Karl Perazzo. In addition to his gig 
with Santana, Perazzo has performed and/or recorded 
with Prince, Sheila E., John Lee Hooker, Tom Coster, 
Dizzy Gillespie, and Mariah Carey. 

It was Coster who connected us with the percus- 
sionist, and he warned us that we'd be frightened by 
Perazzo’s energy and ability. He was right. Perazzo 
tore into the Wavedrum with fingers, hands, palms, 
fists, and elbows, and for nearly three hours we 
watched bug-eyed as he burned. 

The first patch Perazzo auditioned was the Udu 
drum. Almost immediately he commented on the unit's 
speed. “This is as fast as my mind.” Whatever the per- 
cussionist dished out, the Wavedrum seemed to translate 
with nary a cough, gag, or gasp — from blinding rolls 
and rumbling fist flurries to fingernail taps and scrapes. 
“Anyone who thinks this is only a special effect instru- 
ment is wrong. This drum was made to be played.” 

And play it he did. After pummeling a majority 
of the Wavedrum’s 100 patches, Perazzo came to 
the conclusion that the instrument was most attractive 
to him when viewed in more non-traditional contexts. 
“The key is not to think of this as a replacement,” 
he said, “but as an addition.” Comparing it to a conga, 
for example, Perazzo found that the Wavedrum didn’t 
interpret his hand positions exactly the way a real 
drum does. When he played a few palm/finger pat- 
terns using a conga-like preset, the Wavedrum did 
respond impressively, but in its own way. “I can get 
a world of tones from one conga,” Perazzo explained, 
showing us the myriad of hand positions he uses to 
do so. “With this, you have to learn what it will and 
will not do — what its limitations or differences are. 
If youre patient with it, though, | think it has the ability 
to capture the performer's soul.” 

We practically had to drag Perazzo from the 
Wavedrum with hooks. As we were leaving the lab, 
Perazzo stopped, looked back at the drum, shook 
his head, and said, “Super bad. | think this is on its 
way to becoming the best electronic hand-played 
instrument ever.” E 


round tone to a biting, edgy timbre. Sweep Half the fun is discovering how each of 
the expression pedal to bend the pitch up the Wavedrum’s patches will respond to dif- 
or down. The quality of the sound is crisp ferent playing techniques. If you take whacks 
and clear. at the drumhead with the Monsoon patch 
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selected, you won’t 
hear a peep. Press 
and hold the head 
though, and a wind- 
like howl will fade 
in. The harder you 
press, the more fero- 
cious the storm be- 
comes. Pound the 
head with your free 
fist to introduce a 
low rumble. 

For your standard 
conga-like sound, 
the Wood Drum is 
the ticket. Tap the 
head dead center 
and you'll get a 
clean, open tone. 
Apply the slightest 
bit of pressure with 
your other hand and 
you'll choke any 
sustaining note(s). 
Dig your palm into 
the head while tap- 
ping with the other 
hand and you'll 
hear the sound 
choke and rise just 
as it would on the 
real thing. The ex- 
pression possible 
with this patch is 
frightening. Ditto for 
the wonderfully 
twangy Tabla, H20 
Bottle, and Bodhran. 

Friction is the 
name of the game 
when using the 
Scratch patch. Rather 
than beating the 
head, try pushing 
and pulling your 
hands across it, just 
as you would an LP 
on a turntable. Wic- 
ka-wicka-wick. The 
Fly is another fric- 
tion-based patch. 
Rub the drumhead 
to hear the pesky in- 
sect take flight. 
Smack it once for a 
deathly splat. 

Some algorithms 
provide more than 
one basic sound type. 
Sawari-A, for example, provides a tabla-like 
tone atop a droning synth fifth. Mardigra is a 
mixture of jingly sleigh bells and clay-like hand 
drum. These elements are hard-wired at the 
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factory, so you can’t randomly pick and choose 
layers. We hope Korg will develop future sound 
sets that offer new algorithms and layers. 

A couple of algorithms use the Wavedrum’s 
auto-scale capability. (There are eight scales 
available: pentatonic, Ryuku, Gamelan, Indian, 
whole-tone, major, combination diminished, 
and tonic only.) Sawari-B, for example, pro- 
vides a sitar/tambura combination. In this case, 
the tambura is programmed to drone while 
the sitar’s pitch is allowed to change according 
to the chosen scale. Both pressure and pedal 
movements will determine the sitar’s pitch. 

There are other melodic gems onboard 
the Wavedrum, as well. The parameters of 
the Bass Seg patch include string color, string 
tension, and five pitch selections. If you play 
delicately or at a slow tempo, the pitch will 
stay the same. If, however, you play fast and 
with varying dynamics, the Wavedrum will 
spit out various combinations of the five cho- 
sen notes. We heard some pretty frightening 
bass lines from this patch. 

One patch, Wave Seq, allows you to 
solo atop a basic drum beat. Play the Wave- 
drum at low to medium dynamic levels to 
access a generic drum tone. Give the head 
a sharp smack to start the stereo drum 
groove. With the RE1, you can choose one 
of four motifs and change the pitches of their 
components. Tempo can be changed via 


the decay parameter. 

The Caxixi is an excellent shaker-type 
sound (move the expression pedal to loosen 
or tighten the beads), but listen closely when 
you sweep the pedal and you'll hear a zippery 
sound. According to Korg, this happens in 
certain patches when the Wavedrum is forced 
to process massive amounts of numbers in 
relation to each increment of the pedal’s path. 
This noise surfaced again in some patches 
as we made quick movements with the RE1’s 
data sliders. Once you stop the movements, 
the offensive racket disappears. But for those 
of you who enjoy laying occasional tracks 
with one hand on the instrument and the oth- 
er on the knobs and sliders, this side-effect 
could be an occasional source of irritation. 

On a similar note, the Wavedrum outputs 
an audible popping sound whenever a new 
patch is selected. Depending on the energy 
present in the system at the time of the switch, 
the loudness of the pop can vary. This might 
not bother some players, but if you want to 
change patches in mid-song — especially if 
you're involved in a quiet, sensitive recording 
or performance setting — it could be a prob- 
lem. One final nag: Sustained notes are abrupt- 
ly cut off when you change patches. 

If you’re accustomed to sampled percus- 
sion devices that choke, cough, or gag when 
you feed them too many notes at a time (try 
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playing a cymbal roll on a sampler and you'll 
get the picture), take heart. No matter what 
Wavedrum patch you play, you'll be hard- 
pressed to hear anything that resembles those 
types of note cut-offs. 

What sounds won't you find in the factory 
group? Cymbals, for one. There is a PCM- 
based hi-hat, and a couple of FM-sounding 
gongs, but there are no real cymbals to speak 
of. And with the exception of a snare drum 
or two, none of the Wavedrum’s drum kit 
sounds (kicks and toms) are worth writing 
home about. 

After testing the unit with the low-rider 
conga rim for a couple of weeks, we unboxed 
the raised rim, screwed it on, and gave the 
factory presets another go-around. The add- 
on rim gave a few of the previously lackluster 
sounds a new lease on life. Example: Tweeter. 
Without the rim, it’s a forgettable, obnoxious 
high-frequency effect. With the rim, a cacoph- 
ony of swelling sound emerges as you rub 
drumsticks back and forth over the rim’s 
ridged surfaces. Ditto for the Drum Kit patch. 
Without the rim, you'll only hear a snare drum 
on the head and a sickly, pedal-controlled 
kick drum. With the rim attached, you can 
access a variety of open and closed hi-hats. 
By the way, whenever an algorithm incorpo- 
rates the raised rim, an LED marked Rim will 
illumintate on the Wavedrum’s front panel. 


With sticks in hand, we attacked several 
of the snare drum patches hoping to hear a 
killer emulation of the real thing. No major 
complaints hitting the head. But when we 
nailed a few rim shots, the Wavedrum gave 
us a sickly ping, not the shotgun-like crack 
we'd expected. Apparently that particular tim- 
bre is not part of the snare drum algorithm. 

If you're interested in electronic percussion 
strictly as a drum set replacement, we suggest 
you look into the Swedish ddrum system in- 
stead. As it stands, we feel that the Wavedrum 
works best as a solo percussion instrument 
— not as a drum set simulator. The physical 
design of the unit alone is enough to make 
this point clear. 


IDI. As we mentioned earlier, the F4 

button on the RE1 accesses the Wave- 
drum’s MIDI mode. Here you can perform 
such basic chores as setting a global or 
patch-specific MIDI channel, assigning each 
patch a MIDI note number, programming 
the expression pedal to modulate a MIDI 
device, enabling or disabling sys-ex recep- 
tion, and instigating or receiving data dumps. 
Nothing particularly fancy. 

One quick glance at the MIDI imple- 
mentation chart makes it clear: The Wave- 
drum isn’t intended to do much in this de- 
partment. Sorry, it won’t recognize incom- 
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ing note-ons or aftertouch. The only real 
purpose MIDI serves on the instrument is 
for sending and receiving patch data, for 
very basic external triggering, or for receiv- 
ing offsite controller streams for random/ 
experimental-type effects. 

Korg makes no bones about it — the 
Wavedrum isn’t a MIDI synthesizer in the 
traditional sense. Many of the nuances and 
colors that make the instrument so expres- 
sive just aren’t adaptable to the MIDI 
world. It needs live energy at its head and 
rim in order to do what it does, and we can 
live with that. 

Just for kicks and grins, we connected the 
Wavedrum’s MIDI output to our sequencer 
and recorded a few simple passages, some 
with the pedal, some without. Afterwards, 
when we opened the event editor and took 
a microscopic look at what the Wavedrum 
had just output, our jaw dropped. There were 
pages upon pages of densely packed pressure 
and modulation messages following each 
note — enough to suffocate many modules. 
Not quite what we’d expected. 

When we played the data back into the 
Wavedrum, it ignored the note-ons, no sur- 
prise, but it did respond to the modulation 
data. As we played a steady pattern, the 
drum’s pitch began to rise and fall. This 
process might be useful in an experimental 


music situation, or, hnam, if we break our legs. 


onclusions. The Wavedrum is easily the 

most expressive and sensitive electronic 
percussion instrument we've ever played. 
From the most intricate finger patterns to 
thunderous two-fisted rolls, the Wavedrum 
interpreted darn near every nuance we fed 
it. Of course, this kind of power doesn’t come 
cheaply ($2,500 for the drum and another 
$250 for the editor), but compared to the cost 
and hassle of sch!epping a truckload of in- 
struments to tne studio or stage, it could be 
considered a Dargain. 

While the VVavedrum excels in the hand- 
drumming vealm, its drum set emulation 
leaves a lot to be desired. Fortunately it goes 
far beyond merely simulating acoustic in- 
struments. Its DSP-based engine is capable 
of astonishing electronic acts, both familiar 
and unfamiliar. We're looking forward to see- 
ing how Korg implements this technology 
in other instruments. 

Let us repeat, the Wavedrum is not a 
MIDI-savvy instrument. It relies entirely upon 
live energy at its surface to do what it does. 
So don’t buy it expecting to record and play 
back MIDI performances. But even if the 
Wavedrum had no MIDI capabilities, we’d 
still be singing its praises. Plain and simple, 
this is the future of electronic percussion. E 
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most problems immediately and offer superior phone support. 
FREE SUBSCRIPTION TO SWEET NOTES 

An exclusive, unique publication that highlights the latest products 
and provides valuable detailed information to our customers. 


24-TRACK PROFESSIONAL RECORDING STUDIO 


Right on the premises, so we can use and evaluate all the instru- 
ments and audio equipment we sell in a real life studio environment. 


The other guys offer: 


A CATALOG 
They must assume you can pick out the product you 
want and need just by looking at the pictures: 

AN 800 NUMBER 

They’re nice enough to pay for the call so you can talk 
to someone who will be glad to take your order. But 
can they really answer all your technical questions? 
A RECEPTIONIST, SALESPERSON AND 
SERVICE REP ALL WRAPPED INTO ONE 


Sorry, but we’re not exactly sure why. 


AN ATTITUDE 
They’re extremely busy folks who probably figure they 
don’t really need to take the time to treat you right. 
After all, aren’t you just looking for a low price? 


OUR EXCLUSIVE GUARANTEE: 
“IE you don’t like it, we'll take 
it back — with no hassles!” 


The Bottom Line... 


We want to win you as a customer for life. In order to do this, we 
had to do more than just offer low prices — we had to redefine 
how we do business and combine the best of mail order with the 
best personalized pro audio sales in the industry. In fact, we're 
now America’s fastest growing music retailer. If you haven't yet 
experienced the Sweetwater Sound difference, call us today. We 
know you'll be pleasantly surprised. So who ya gonna call? 


“SOUND INC: 


5335 BASS RD. + FL. WAYNE, IN 46808 (21.9) 4 


Now with some of the longest hours in the business: Monday-Thursday 9 AM to 9 PM/Friday 9 AM to 7 PM/Saturday 9 AM to 6 PM 


Software 


Turtle Beach Quad Studio 


MULTITRACK HARD DISK RECORDING SYSTEM (PC) 


By Michael Marans 


t may be a bit ironic 


om: 


Quad FULLTILT OP 
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that Turtle Beach, 


noted for some time 
as having the most ex- 
pensive computer sound- 
card on the market (albeit 
the one with the best au- 
dio specs) should be the 
company that’s first out of 
the gate with a truly af- 
fordable multitrack hard 
disk recording system. 
With a user interface 
based on the familiar 
Portastudio multitrack 
cassette recorder, a 
soundcard for an audio 
engine, and a $499 price 
tag, there’s no doubt that 
Quad Studio is geared for 
the masses. Now the big 
question: Are its audio fi- 
delity and feature set up 
to the demands of pro 
musicians and multime- 
dia developers? 


verview. Quad Studio hardware consists 

of Turtle Beach's Tahiti soundcard — the 
successor card to the company’s popular 
MultiSound. Unlike the MultiSound, which 
featured a built-in E-mu Proteus, the Tahiti 
has no on-board synth. You can add one, if 
you like — the Rio. When you buy a Tahiti 
and a Rio together, you get a package called 
a Monterey. We reviewed the Monterey as 
part of our Oct. 94 soundcard roundup. In 
case you've misplaced your issue, we'll recap 
our findings: The Tahiti took first place in 
frequency response, signal-to-noise, and 
distortion in our audio spec tests. The Rio 
synth wasn’t the judges’ favorite, but it fared 
well nonetheless. Since you can use the 
Tahiti without the Rio, and since the Tahiti 
features a MIDI port from which you can 


Fig. 1. Quad Studio can be operated in either of two modes: “beginner” or “expert.” 
The latter mode, shown here, provides access to a greater variety of functions. Each 
of the four tracks has volume and pan sliders, mute and solo buttons, and an edit 
button, which, when pressed, switches you to the waveform editor of your choice. 
The small boxes just underneath the track names are for assigning the channels 
to groups. In this example, the volume sliders of tracks 1 and 2 are grouped for 
simultaneous control. Track 4 is in record-ready mode. Record punch-in/out times 
are shown immediately above the transport controls. 


drive external MIDI gear, for this review 
we’re only concerned with the Tahiti’s per- 
formance in the spec tests. After all, Quad 
Studio is a hard disk recording system, so 
we're talkin’ digital audio here, not playback 
of General MIDI sequences. 

Quad Studio, as its name implies, is a 
four-track system, but it’s important to note 
that the Tahiti is a stereo soundcard, and, as 
such, has a single stereo audio output. Al- 
though you can play back four independent 
tracks from Quad, they will be mixed to 
stereo prior to their final output. You can, 
however, set up Quad Studio with two Tahiti 
cards, which would give you two stereo outs, 
and thus, a discrete audio output channel 
for each Quad track. 

The other half of Quad Studio is the op- 
erating software. (If you already own a Tahiti 
or MultiSound soundcard, you can purchase 
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the Quad software on its own.) As we men- 
tioned above, the paradigm for the interface 
is the multitrack cassette recorder, chosen 
both for its familiarity and its ease of use. Tur- 
tle Beach has included both “beginner” and 
“expert” modes of operation, so even those 
new to multitrack recording (tape- or hard- 
disk-based) shouldn’t be too overwhelmed. 

In expert mode, you get a four-track mixer 
with a volume slider, pan slider, input level 
LED, input attenuation numeric readout, and 
mute, solo, and edit buttons for each input 
channel (more on the edit buttons below). 
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turtle beach quad studio 


The master section includes avol- § 
ume slider, output level LEDs, trans- 
port controls, grouping functions for 
pan, mute, and volume, a sync 
on/off switch, programmable mark- 
ers, loop-in-playback controls, 
punch-in/out locator displays, and 
a punch enable button (see Figure 
1). In beginner mode, things are 
stripped down to volume sliders, pan 
sliders, and level LEDs on the indi- 
vidual channels, and simply a vol- 
ume slider and LED meter in the 
master section. The transport controls 
are still there, but minus the punch- 
in button (see Figure 2). Both modes 
feature a large location counter. 

As with any multitrack recording 
system, Quad allows you to monitor 
one or more tracks while recording 
to another. You can also bounce 
tracks and/or mix them to a stereo .WAV file. 
Have we mentioned that pan, mute, and vol- 
ume settings for each track can be automated 
and the automation moves become part of 
the bounce down/mix? Now we have. Turtle 
Beach, never a company afraid of alienating 
people through the use of bad puns, has seen 
fit (or unfit, as the case may be) to name their 
automation functions after those found on 
the ultra high-end SSL consoles. That's right 
— it’s Turtle Recall. 

You can graphically edit tracks using the 
waveform editor of your choice. Quad Studio 
comes bundled with Wave SE — Turtle 
Beach’s relatively full-featured waveform ed- 
itor — so the choice shouldn't be too hard 
to make. This is where the edit buttons come 
in: Click on one, and you're automatically 
switched to the waveform editor. In the ver- 
sion of Wave SE shipped with our review unit 
(1.1), the wave file of the associated channel 
is not automatically brought up on-screen 
when you click the channel’s edit 
button.While this is only a minor inconve- 
nience from an operational standpoint, it 
does raise the possibility of accidentally edit- 
ing the wrong wave file, as you could, for 
example, access the editor from track 3, yet 
track 2’s wave (or the wave of whatever track 
you last edited) might still be loaded. More 
recent Quad Studios are shipped with version 
1.2 of Wave SE, in which, Turtle Beach 
reports, this problem has been remedied. 
Registered owners of Quad systems that 
came with Wave SE version 1.1 can contact 
Turtle Beach for a free update. 

In case you were wondering, Quad Studio 
does provide a means for integrating digital 
audio and MIDI sequencing. It does this by 
outputting MIDI Time Code (MTC). Assum- 
ing your sequencer can respond to MTC (we 
were using Cakewalk Professional for Win- 
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Fig. 2. In Quad’s “beginner” mode, the on-screen display — and the underlying 
functionality — is stripped to the bare basics: volume sliders, meters, and transport 
controls. 


dows), it will start playing when you press 
“olay” in Quad Studio. Yes, it will stop, too. 
Quad also responds to MIDI continuous con- 
troller commands, so you can operate the 
faders, play and stop controls, and so on from 
a remote MIDI device. 

Installation of the Tahiti card, the Quad 
Studio software, and Wave SE was a snap. 
Program operation was nearly as fluid, aided 
in part by the simply written (though not over- 
ly thorough) manuals and the on-line help. 


ecording. Call us brash, but we decided 
Ri go right for expert mode. Since we 
planned on combining digital audio with 
MIDI sequencing, we spent a moment in 
Quad’s options menu defining a few basics, 
such as the frame rate that would be used 
for the MTC sync and the MIDI channel on 
which Quad would receive external con- 
troller commands. We also set up Cakewalk 
Pro so that it looked to the Tahiti card for its 


MIDI input and output. 

Next step: We enabled record 
mode in the master section and in 
the desired input channel, which in 
Quadspeak is always a “track.” 
When you enable the track record 
mode, you’re presented with a di- 
alog box in which you enter a file 
name for the .WAV file that will be 
created. Press return and you get an- 
other dialog box in which you select 
the record sample rate (11kHz, 
22kHz, or 44.1kHz), resolution (8- 
or 16-bit), and whether the track 
will be recorded in mono or stereo. 
(Only one track at a time can be in 
record mode, but, as just noted, that 
track can be recorded in stereo.) 
You're also asked to give the track 
a name. It would be nice if the 
name you had just typed in for the 
.WAV file appeared in the track name dialog 
field as a default, but that’s not the case. We 
suppose there are reasons why you might 
want to name the track something different 
than the .WAV file it contains, though we 
can’t think of them at the moment. But the 
option is there nonetheless — whether you 
want it or not. 

The file name is never visible, so it’s even 
more important that the track name reflect 
the name of the file. Otherwise, you never 
have any way of knowing which of the 17 
vocal takes (to cite just one example) is the 
one you've got currently loaded in the track. 
Don't try selecting “play” and expect that the 
file selection dialog will give you a clue; all 
you'll get in the file name box is “*.wav”. 
Helpful, no? 

There’s also a large field into which you 
can enter comments about the track. Oddly, 
when you access a new .WAV file for the 
track (either by recording a new one or load- 
ing an existing file), the comments are erased. 
Since its likely that through the course of a 
project you'll regularly be loading files and 
bouncing tracks, the comments field seems 
fairly useless. 

Setting proper record levels is simple 
enough — you watch the channel’s LED me- 
ter and, as the manual recommends, try to 
keep the red LEDs from lighting up. You 
don’t, however, need to rely strictly on a vi- 
sual representation of your level. If the signal 
is too hot you'll be greeted with intense clip- 
ping distortion. As long as you don’t hear any 
unintended nastiness, your levels are likely 
within acceptable limits. 

A level applet that’s included with Tahiti 
can be used to set the overall generic input 
levels for the system according to the type 
of signals you’re likely to be recording. After 
that, you can use the individual channels’ 


HIS KIND OF SIGNAL PROCESSI 
~ SIMPLY WOULDN'T EXIST. 
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Ultrafex II from Behringer: 
: The First Enhancer — 
Ja with Stereo Surround. 


Only 32, Ulrich "Uli” Behringer has already 
oroduced a world-class line of signal processing 
encompassing over 20 ground-breaking products. 

His new Ultrafex Il is a typically innovative itratex I. Another Sy eeiroueh 
enhancement processor that adds more clarity, from a man who will stop at nothing 
punch and excitement to your mixes. Its smooth, less than the very. finest processing, 
quiet Behringer audio performance can give your 
recordings the professional impact they ve 
been missing. 

As usual, Uli has come up with an incredible 
lineup of features for the Ultrafex, including Effect Bo 
Solo, adjustable High and Low Frequency Processing, -.-, za 
fully controllable Single-Ended Noise Reduction and Bipeessing fee! Fe) 22 gee 


ee Sate he oe else has. ‘ Hicksville, NY 11802-9068. 
cays at can stereo Surroun O for your music’ Suggested retail price for Ultrafex Il is $349.99. 
Difficult to describe in words, but a revelation Behringer is exclusively distributed in the U.S. by Samson Technologies Corp. 


1994 SAMSON 


S PECTRASONICS INSPIRATION ON Disc 


NEW! THE SPECTRASONICS APPETIZER DISC $50 
A taste of each of our excellent libraries, plus juicy morsels from upcoming releases to whet your sonic appetite! 
Includes $50 coupon that can be applied to the purchase of any Spectrasonics CD-ROM title. Such a deal! 


MIXED-MODE CD-ROM & CD-AUDIO available for each format: 
Roland, Akai, Samplecell, K-2000, Ensonig, E-III 

caution: The Appetizer Disc has been known 

to increase cravings for inspiring sounds. 


SUPREME BEATS PERCUSSION LIBRARY 

Inspiring percussion grooves and samples on this outstanding 4 CD boxed set, featuring top percussionists 

from around the world. Includes AFRICAN, DANCE/HIP-HOP, CONTEMPORARY, & WORLD percussion, State of the 
Art production from top NY and LA studios, with beautiful color book detailing the instruments and sessions. 

“a sampling Masterpiece..”-Downbeat 


4 Audio CD boxed set $299 


BASS LEGENDS vou. | 

Three of the greatest bassists on the planet: MARCUS MILLER, JOHN PATITUCCI, & ABRAHAM LABORIEL offer 
an incredible collection of their intricately multi-sampled acoustic and electric basses, 

plus 500 Hit-making bass groove samples in over 40 styles that work in every key and multiple tempos! 

Packed solid with 650 meg of serious low end. 

“Fat & Beautiful...”-Robbie Buchanan 


CD-Audio $99 (grooves only) 

CD-ROM $299 (complete library) 
Roland, Akai, Samplecell, K-2000, E-III 
Ensonig CD-ROM $199 
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HANS ZIMMER SAMPLE LIBRARY - GUITARS vot. 

Internationally acclaimed film composer Hans Zimmer releases the 

most expressive and powerful guitar sounds you've ever heard, with up to 12-way velocity switching! Pristine 
acoustics, Power Chords of Doom, VintageTelecasters, 32 meg leads, rare $11,000 electrics and much more! Also 
includes Guitar Grooves that work in every key and multiple tempos. 

A must-have for any serious sample collector. 


» Se 


Nl pb Pr OPS 


CD-Audio $99 (selected library) 
CD-ROM $299 (complete 650 meg library) 
Roland, Akai, E-Ill 


HEART OF ASIA voLi& i oe : 
The most comprehensive collection of Asian sounds in the world. ¢ 
Over a gigabyte of exotic Instruments, Percussion, Phrases, Vocals & Utterances from China, Indonesia, Tibet, E 
Java, Malaysia, India, Nepal, & Thailand on 2 discs. ; 
Completely original & authentic, performed by the master musicians in their native lands. ; 
§ 

& 


CD-Audio 2-disc set $129 (phrases & percussion) i 
CD-ROM 2-disc set $499 (complete library) — : f 
Roland, Akai, K-2000, Samplecell, E-III, Ensoniq — P 


i ICA src _ _ SPECTRASONICS 


y. 


Ask about our 


CD-Audio 10 CD-ROM Upgrade Program! T -600-164-93 79 (orders) 


New! DEMO CD $7 


volume sliders to control! input atten- 
uation, from OdB to —96dB. The upshot 
is that the system can accommodate 
a variety of signal levels save one: The 
inputs on the Tahiti card are not de- 
signed to handle microphone-level sig- 
nals. You need to plug the mic into a 
mic mixer or preamp, then feed that 
output into Tahiti. 

We encountered a bug in which 
clicking on a track’s volume slider 
caused the input level to jump signif- 
icantly, after which we had to use fairly 
dramatic attenuation in order to avoid 
clipping. Despite this, we had little 
trouble setting the “proper” record lev- 
els for a variety of line-level gear, from 
synths to CD players. 

We say “proper” because while our 
input levels were, according to the me- 
ters and our ears, just below clipping, the files 
were actually recorded considerably lower 
than full-code — only about 50% of code, 
in fact. This means that if you go strictly by 
the meters, you're not going to get anywhere 
near the dynamic range that the system’s hard- 
ware architecture should, in theory, support. 
Increasing the wave’s amplitude after the fact 
(as an edit in Wave SE) will help with overall 
system signal-to-noise, but it won’t gain you 


C:\QUAD \bounce. wav 
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As with any multitrack device, stereo 
signals recorded in Quad occupy two 
tracks. You only need record-enable a 
single track, however, which means you 
don’t have to mess with setting indepen- 
dent record levels or pan positions. 
Once you've completed your recording 
and opted to keep a given take, Quad 
splits the file into two independent files 
(the left and right sides; you can name 
them as desired) and assigns them to two 
tracks. Handily, the program informs you 
what file has been assigned to which 
track — especially nice when adjacent 
tracks aren’t available. If two empty 
tracks aren't available, you're asked to 


Fig. 3. Quad's track bounce dialog. Tracks can be bounced to mono or stereo, 
and at either 8- or 16-bit resolution. 


any dynamic range in the track itself. We were 
able to get better results when we ignored 
the meters (i.e., we went into the red) and 
simply listened for clipping. We also got bet- 
ter results when we enabled a track and didn’t 
adjust the volume slider, but rather left it at 
its -20dB default. We checked with Turtle 
Beach; they confirm that leaving the faders 
alone and using the Rec Prep applet for setting 
levels is the preferred method of working. 


close a track to make room before the 
stereo file can be loaded or recorded. 

When it came to straight-ahead 
recording, Quad performed flawlessly 
—no hiccups, glitches, or unpleasantries in 
the audio. The only real hitch was the lower- 
than-optimum code levels at which files tended 
to be recorded. Punch-in recording was also 
glitch-free with regards to punch smoothness, 
and the programmable pre-roll is a nice touch. 
We did, however, run into a significant oper- 
ational snag and a fairly major bug. The snag: 
For some reason, Quad doesn’t transmit MTC 
when in punch mode. If you aren’t using a 


If your riffs are golden they're 
worth writing down 


Dave Stewart, rock pioneer and veteran of NaTIonaL HEALTH and 
BRUFORD, shows you how in The Musician’s Guide to Reading & 
Writing Music. 

According to Dave, “Being able to read and write music is no 
big deal. In fact, it’s rather easy once you've learned a few simple 
rules” To prove it, he’s written a concise and witty book that 


board, or even the drums. 


- Musician's Guide 
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takes you through the basics of notes and staves, progresses to rhythm, signatures 

and chords, and finally shows you how to write it all down. The book’s numerous 
illustrations make the information easy to follow and fun to learn. This is an enter- 

taining book and a great refresher course whether you play the guitar, bass, key- 


Keyboard calls it “Essential reading for hitherto lazy rock musicians!” 


Ask for the Musician’s Guide to Reading & Writing Music at a book or music store 
near you. Published by Miller Freeman, 112 pages, Paperback, $9.95. If you’re unable 
to find it at a local retailer, call Music Dispatch at 1-800-637-2852. Use ad code GPI1 
when calling. Have your MasterCard, Visa, American Express, or Discover card 
ready. Add $2.50 shipping and handling. Wisconsin and Minnesota residents pay 
appropriate sales tax. Music Dispatch, P.O. 13920, Milwaukee, WI 53213. 
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sequencer in conjunction with 
Quad, you'll never notice this over- 
sight. If you are using a sequencer, 
you'll likely find this a serious omis- 
sion. As for the bug: We tried punch- 
ing in on a stereo file. We knew, of 
course, that Quad splits stereo files 
into two independent mono tracks, 
so we only expected one of the 
tracks to be recorded. That, in fact, 
was what happened. What we 
didn’t expect was the totally garbled 
audio that was recorded during the 
punch. Turns out the same garbling 
happens with mono files if the 
punched file is open in more than 
one track. Turtle Beach is aware of 
the problem and working on a fix. 


M ix Automation. We were, at first, aston- 
ished to find any type of automated mix- 
ing on a recording package with Quad’s price 
point. And while Turtle Recall is no match 
for SSUs Total Recall, there's still good reason 
to be astonished: The automation provides 
control over volume, pan, and mute func- 
tions. You simply perform the desired moves 
— tweak a fader, mute a track, etc. — and 
your movements are forever recorded for pos- 
terity. Whatever moves you make are applied 


OBERLIN 


Summer 1995 


¢ MIDI software 
¢ Sound Synthesis 


e Sequencing 


¢ Music printing 


Oberlin, Ohio 44074 
216-775-8044 
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Two Workshops in Electronic & Computer Music 
July 16-22 & July 23-29 
Gary Lee Nelson, Director 


¢ Algorithmic composition 
¢ Sampling & sound editing 
¢ Synthesizer programming 
¢ Digital effects processing 


e Alternate controllers 


For more information, contact: 
Office of Outreach Programs 
Conservatory of Music, Oberlin College 


Fig. 4. Graphic waveform editing is provided courtesy of Wave SE, which comes bundled 
with Quad. In this example, the fadeout macro of the gain change utility is being used 
to create the final fade of a stereo mix. 


when you bounce tracks as well, so it’s easy 
to seamlessly combine several takes of, say, 
a guitar track, into one — complete with 
crossfades and panning (see Figure 3). 
Using the “mix to file” option, you can 
automate the mixing of up to all four tracks 
and save the results as a stereo file. This file 
could be your final master mix, or you could 
load it into two tracks and continue recording 
additional parts on the other two tracks, 
building an elaborate composition by repeat- 


pes 


ing the process ad infinitum (we 
did just that — see below). Nat- 
urally, since the mixing is done in 
the digital domain, you don’t get 
the buildup of hiss and loss of 
quality normally associated with 
bouncing tape tracks. You do, of 
course, lose control over the in- 
dividual elements in a mixed file 
once the mix has been executed. 

There are a couple of down- 
sides in all of this wonderfulness. 
First, the automation of the master 
slider is somewhat buggy and un- 
predictable. We think you're better 
off performing fades in Wave SE 
(see Figure 4). Second, and far more 
important, mix moves, for all intents 
and purposes, can’t be updated. 
You can record over them, to be sure, but the 
newly-recorded data doesn’t overwrite the old 
data — the new data is simply added to the 
old. So let’s say you had a volume fade on a 
track and decided it occurred too quickly. You 
re-record the fade a bit more slowly, assuming 
that the fade will be updated. What you'll get, 
in fact, is the two fades together, with the vol- 
ume slider madly jumping from position to 
position as it tries to keep up with playing two 
different, simultaneous fadeouts. The results 
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may be visually amusing, but sonically they’re 
highly undesirable. 

You may be thinking, “So what? I’ll simply 
erase the first take before recording the second 
one.” Good idea, O veteran of a zillion over- 
dubs. Unfortunately, the only way to erase 
automation data is to erase all of the data. 
So if you’ve performed moves successfully 
on three tracks and then blow it on track four, 
you're up the creek without a MIDI cable (or 
some such metaphor). You can choose not 
to keep your latest take, but that’s about all 
the flexibility provided. In other words, once 
you're committed, you’re either committed 
for good or you must choose to lose it all. 


diting. Editing? What do you mean, edit- 

ing? Do you get editing on a $499 multi- 
track cassette deck? How about on one that 
goes for $1,799? No and no. But you do get 
editing in Quad Studio, courtesy of your fa- 
vorite graphic waveform editing software. 

Bundled with Quad is just such a program, 
Wave SE, sister to Wave for Windows, one 
of the premier graphic waveform editing pack- 
ages for the PC. Wave SE offers a somewhat 
different, though not necessarily less capable, 
feature set than its near-twin. The program 
includes essentials like cut/copy/paste, reverse, 
fade-in/out, gain-adjust, and mix. It also offers 


higher-end tweaks such as EQ and time-com- 
pression/expansion. In short, Wave SE pro- 
vides a tool set appropriate for all but the most 
demanding applications. 

Not that we wouldn’t like more. Given 
the record level problem outlined earlier, we 
think a gain-normalization function is essen- 
tial when using Quad (you can normalize 
the file only by figuring out the proper gain 
adjustment for yourself — which may take 
a few tries). From the aesthetic side, we'd also 
like to see some effects algorithms — delays, 
flanges, etc. You'll be happy to know that 
all of these things — and more — are avail- 
able in Wave for Windows. 

About the only thing you’re likely to find 
problematic is editing Quad “stereo” files, 
because Quad stereo files are actually two 
independent — and thus essentially unre- 
lated — mono files. As such, if you want 
to cut a glitch out of, say, a stereo drum 
track, you'll have to perform the edit on two 
files (go ahead, we dare ya). Our suggestion: 
Prior to editing, use the “mix to file” option 
to blend the two tracks into a true stereo 
WAV file. It takes a bit longer to do this 
extra step, but it’s time well spent. 


ractical Tests & Subjective Impressions. 
Okay, already. We've seen that Quad Stu- 
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dio offers a considerably more flexible feature 
set than the multitrack cassette format it mim- 
ics. We've mentioned that the Tahiti garnered 
three first-place awards in our soundcard 
roundup audio specification tests. But we're 
talkin’ real music-making here, not computer 
games and audio test equipment. How does 
Quad Studio sound? | 

In a word: pretty darn good. (Yeah, yeah. 
That's three words.) Two tracks sound as clean 
as you'd expect. Three, still pretty clean. Four 
— you're starting to lose a bit of clarity, but 
the sound quality is still very listenable. 

We wanted to push things beyond Quad’s 
four dedicated tracks, so we took a stereo 
drum track and combined it with our bass 
track, resulting in a stereo drum/bass track. 
We then recorded our synth pad in stereo 
and mixed it with the drum/bass tracks, re- 
sulting in a stereo drum/bass/ synth track. (By 
the way, mixing down is an off-line process, 
and takes a bit of time. We suggest having 
a snack tray and some cold drinks handy.) 
This combo track sounded essentially the 
same as the pre-mix multitrack version. We 
then recorded a lead line and assigned it to 
two tracks, which we panned to opposite 
sides of the stereo image. We then offset the 
playback of the second track by a few milli- 
seconds, which resulted in a widespread lead 


PERFORMANCE SEQUENCES™ 


MIDI MUSIC WITH THE HUMAN TOUCH { 


The most widely used midi sequences in the world. First in 
customer satisfaction for over six years. Over 1,500 song titles 
available for any musical application. All programmed in LA for 
consistent top quality by Stephen Kern. 

From Pop to Rock. From Country to Standards to custom 
programming, we've got it all! 

Trycho sequences are available for most popular computer 
and hardware based sequencer systems. We even have stereo 
audio cassette and DAT versions for non-sequencer users. We're 
the only sequencing company authorized as a dealer for 
equipment we support. For you, this means great sequences, 
fast setup, access to the best midi hardware, comprehensive 
technical support. and fantastic overall service six days a week - 
year in and year out. 

So whether you're involved with audio production, multimedia 
presentations, are a hobbyist or a professional musician in a 
solo, duo or trio act, you can count on TRYCHO TUNES for the 
absolute best in midi sequences. 

TRYCHO TUNES Performance Sequences ... there's NO 
competition! 


TRYCHO TUNES are available at many fine music & 


computer stores. Or order direct at: 
1-800-543-8988 = 

ZA 

2166 W. Broadway St.* Suite 300 
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turtle beach quad studio 


playing over the top of our mix. Very impres- 
sive-sounding, indeed. 

The more clever of you may have noticed 
our Casual reference to a track offset, one of 
Quad’s hipper features. You can offset a track 
by virtually any amount, with 1ms resolution. 
This allows you to perform tricks like tight- 
ening up a track that had been flown in with- 
out sync, adding echo and delay, or splitting 
a lead line, as we did above. 

One thing to watch out for: Tracks whose 
record start is a point other than “0” (as ref- 
erenced by the start of the very first file 
recorded) have an offset that corresponds to 
their record start time. If you load another 
file into that track, it too uses this non-zero 
offset, which will, in all likelihood, need to 
be reset. Conversely, if you bring the offset 
file into a new track, you must enter the ap- 
propriate offset or the track won't play at the 
proper time. In other words, keep a pencil 
and paper handy. 


eons: Think multitrack hard disk 
recording is the exclusive domain of the 
powerful, the professional, and the monied? 
Think again. Quad Studio brings serious, ca- 
pable, high-quality hard disk audio recording 
to the computer-based masses at a price point 
that’s likely to send chills down the spines 


of the Turtle’s competitors. Turtle Beach used 
to be the high-priced guys in a field domi- 
nated by low-priced products — products that 
more than satisfied the customers for whom 
they were intended. Now the Turtles are the 
(ridiculously) low-priced guys in a field dom- 
inated by high-priced products — products 
that are either too high-end or too pricey to 
meet the needs of the everyday consumer. 

Just what are those needs? According to 
most everyone we talk to, people want high- 
quality multitrack audio in an easy-to-use, 
easy-to-understand, and easy-to-afford format. 
Quad Studio meets all four criteria. Its audio 
fidelity, while not a match for serious high- 
end pro systems, should be more than ad- 
equate for semi-pros, songwriters, multimedia 
developers, home hobbyists, and the like. 
Unless your current project is mastering the 
next Sting CD, you should be pretty happy 
with the sound quality offered by the Tahiti 
card. Need a point of reference? At its worst, 
Quad Studio can deliver far better fidelity 
than a high-end cassette-based multitrack sys- 
tem. Speaking of which. . . . 

Having the Portastudio metaphor at the 
heart of its interface automatically puts 
Quad within the reach of thousands upon 
thousands of users — at least from an op- 
erational standpoint. Save for a couple of 


extra mouse clicks here and there and the 
semi-annoying file/track naming conventions 
(or lack of them, to be more specific), noth- 
ing about Quad’s basic operation should 
confound the average user. The system is 
about as straight-up as they come, making 
it ideal for anyone who needs to get their 
ideas realized quickly. 

Despite its simplicity, you do get some 
pretty trick items, such as fader, mute, and 
pan automation, integration with MIDI se- 
quencers via MTC, MIDI control of Quad 
functions, and unlimited track bouncing 
— the latter without introducing audio 
degradation, such as hiss and high-frequen- 
cy loss. Of course, you don’t get some of 
the niceties — non-destructive playlist edit- 
ing and editable automation, to name an 
important few — found on some of the 
more pro-oriented systems. And the Turtles 
are still shaking out a few bugs (as of this 
writing, Quad was only in version 1.0). But 
frankly, we’re blown away by just how 
much the system can do. 

Real digital recording for real people was 
bound to come along sooner or later. Given 
their reputation and track record, it's only fitting 
that Turtle Beach is the one to deliver the goods. 
Affordable multitrack hard disk recording? Just 
look in the dictionary under Quad Studio. 


“SHORT CUT TO PURITY” 
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The Flex Series FMI 14 
Microphone Preamplifier is 
simply the shortest path to the 
cleanest, purest recordings— 
digital or analog. This compact 
module offers the kind of serious 
features found on big consoles, 
but without the extra circuitry, 
switching and long routing lines. 
Features like an ultra-low 


noise/low distortion mic preamp stage, 48V phantom, our patented Accelerated Slope™ EQ, 
fully assignable aux sends, external power supply and the new HR format. 


eosin ste sar oor we See SS 


More leading recording engineers are taking advantage of the minimum coloration and 
maximum performance flexibility found only with the FMI 14. From the Flex Series...pure and simple. 
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Phase 2 

_ 72 banks of the best classical, 
pop and ethnic instruments 
Strings, drums, vocals, FX 


161 banks of Oliver Stone's 


favorite sound effects. A must! 


NewGold 1 
50 banks of rock, rap 
and jazz instruments 


see Vintage drums, B3s, brass 
se aig Now $295 Akai $1000 
$695 each EIII/X/ESI 

NewGold 2 


50 banks of classical, 
pop & jazz instruments 
Brush kits, pianos, strings 


$695 EIlI/X/ESI 
$199 Lite version 


Phase 3 


85 banks of great pop, jazz, 
orchestral and rap instruments 
Drums, woodwinds, synths, etc. 


VFX Series Valentino 
324 banks of great 


$695 EIll/X/ESI sound effects from the Now $295 Akai $1000 
$199 Lite version Valentino library of NeiGald 3 : 

New York City Saab: ; a a 
Phase 4 4 CD-ROMs 75 banks of acoustic ethnic A NUL gp 
85 banks of rare acoustic world 2 acta instruments & sound FX == 


$199 each EIII/X/ESI Africa, India, Far East 
Now $295 Akai $1000 


Hanna-Barbera” Sound FX 
.. _ 150 new banks of the classic E-MU EMAX ll CD-ROMS 


instruments. Bagpipes, accordions, 
pan pipes, saz, breketa, hasapi , etc. 


$695 Elll/X/ESI 
$199 Lite version 


Phase 5 a x 
80 banks of new pop and jazz 5 cor _ cartoon sound effects — . ' 
instruments. Virtually every electric a ae? CD-ROMs anks of pop, roc 


and rap instruments 
Bass, keys, drums, vox 
Now $295 Emax Il 


guitar chord, new brass, organs, bass 
$695 EIll/X/ESI AX 
$199 Lite version = 


| $495 set Elli & SampleCell 


~Drumscapes” EIll 

87 banks of real drum samples, 
loops and fills. Killer rock, rap & 
country. Trigger-ready for EMIX. 


Max 2 

99 banks of classical 
& ethnic instruments 
Brass, strings, woodwinds 


The Wizard 

58 banks of bizarre 
film score textures & 
effects. Used in 


_ Perfect for producers & writers 
oe "Lawnmower Man" Now $295 Emax Il 
695 EIll/X/ESI ! 
y x Now $395 EIII/X/ESI NEW! 
"Sample It" Loops he 3 as 
_ 56 banks of “dirty” rap and 99 banks of analog, 


digital & hybrid synths 
Minimoog, DX & more! 
Now $295 Emax Il 


KURZWEIL K2000 CD-ROMS 


Zdisk Vol. 1 

41 banks of classical 
and ethnic instruments 
Strings, vocals, brass, etc. 
“Good stuff, all of it.”"~Jim Aikin 
$395 K2000 


Zdisk Vol. 2 

43 banks of great pop, 
rock & rap instruments 
Drums, bass, keys, ons 
$395 K2000 


(Grand Gold Pianos also, see EI) 


dance drum loops + Moog basses 
Intros, verses, chorus, breaks 

_ (License Free!) 

$395 EIll/X/ESI 


Grand Gold Pianos 32 Meg 

New Resonance Sampling Technique RST™ 
Features Gino Vannelli's Yamaha C7; 9 foot 
Steinway, & more. Includes 88 note pianos. 
$695 EIIIX/ESI (avail. K2000 '95) 


- Grand Gold Pianos 16/8 Meg 
_ New Resonance Sampling Technique RST™ 
_ Features Gino Vannelli's Yamaha C7; 9 foot 


weit it 


Drumscapes” S770 
50 banks of real drum 
samples and loops A 
$395 Roland $770 4 


Global Instruments 1 
35 volumes of amazing 
pitched ethnic instruments 


. | Steinway, & more. Includes 88 notes. : <7 
: $695 EAI X/ESI aval. K2000 95) SAMPLECELL CD- i th pb creas Ni 
Volume 1 . 2 7 
95 of the best classical, - Global Instruments 2 
fli : pees eee from 44 volumes of rare ethnic 
SAMPLER — - SAMPLER - : Strings, brass, voc al s, bic & world percussion — 
E-MUEII/X/ES| 1500 banks AKAT $1000 327 banks Now $495 Sample( $199 Roland S770 
E-MUEMAX II 95 banks AKAT $950/S900 =89 disks a eh : & compatible samplers _ 
E-MUEMAX | 397 disks ensonia 16 Plus 34 banks Sec i al alse see Ell) : 


E-MU EMULATOR Il 501 disks 
E-MUSP1200/12 6 li 

KURZWEIL K2000_& 
digidesign SampleG@ 
YAMAHA SY99 


ensonia EPS 66 disks 
nie Mirage 55 disks 

$7,70/750 80 vols. 
W30 45 disks 


Drumscapes” 
~13 complete studio drum 
pas s 450 samples 


_ AUDIO CDs" 


: Dancescapes , 
_ 72 dance and rap drum 
_ loops plus 420 sample 
_ $89.95 Audio: 


a ; sy 


~ NORTHSTAR PRODUCTIONS 13716 S.E. RAMONA, PORTLAND, OR 97236 TEL: (503)760-7777, FAX: (503) 760-4342. 
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aving set the standard for entirely new 
types of synthesis with last year’s VL1 
(see Keyboard Report, June ’94), 
Yamaha has now turned their attention once 
more to straight-ahead sample playback syn- 
thesis. While leaving the tone generator alone, 
they've ambitiously set out to reinvent every- 
thing else that goes into the instrument. Their 
W7 bundles a familiar set of components — 
synth tone generator, effects processors, se- 
quencer, and disk drive — in a single chassis, 
and also adds some significant new wrinkles 
for the ‘90s. They seem to be trying to rethink 
the concept of the workstation in a way that 
makes sense for somebody who is just getting 
into electronic music, or whose production 
needs are bigger than their budget. The W7 
has some limitations, as we’ll see, but these 
will likely be noticed mainly by the expert. 
For both newcomers and home studio owners, 
it provides a very attractive combination of fea- 
tures at an excellent price. 

At least, the price is attractive if you go for 
the 61-key W7. The 76-key W5 is identical 
except for the extended keyboard, yet it retails 
for $500 more. We'll leave it up to musicians 
to decide whether the extra range is worth the 
extra bucks. 


verview. The synthesis engine in the W7 

is very similar to what we've seen on sev- 
eral earlier Yamaha instruments, notably the 
TG500 and SY85. Up to four independent os- 
cillators can be programmed per patch. There 
are 32 total voices of polyphony; as with any 
other synth, you'll have only eight-note 
polyphony with patches that are sounding four 
oscillators at once. 

The waveform set has been revamped 
somewhat from earlier instruments; 8Mb is 
enough memory to provide all of the usual 
sounds, but above and beyond this, Yamaha 
is going to be offering a series of plug-in in- 
ternal wave boards. The first one to be re- 
leased is a 4Mb piano. The optional waveform 
RAM found in the SY85 has been eliminated, 
however. 


Yamaha W7 


SYNTH/SEQUENCER WORKSTATION 
By Jim Aikin 


The 16-track sequencer is a perfectly rea- 
sonable tool for a workstation-type instrument. 
Its clock resolution is 96 ppq (the minimum 
standard for decent-sounding music). The edit- 
ing utilities are quite good, and each track can 
drive internal sounds, external MIDI modules, 
or both. 

One of the best things about the W7 is its 
effects setup. A total of six effects processors 
are available in the instrument; three are con- 
sidered global to a sequence, and each se- 
quence track has its own effect send controls. 
The other three are assigned to individual tracks 
in a sequence (one per track). This provides 
a lot of musical flexibility for those who want 
to use the W7 as their main or only sound 
source. It’s less desirable for those who have 
a lot of gear, as we'll see. 

The big news in the W7 is its fairly exhaus- 
tive set of patch programming templates. With 
these, the novice programmer can create great 
new sounds with almost no hassle. The tem- 
plate system has some limitations that may not 
please the veteran programmer, but for most 
of the people who are likely to buy and use 
the W7, it’s a terrific convenience, inviting you 
to discover the wonders of electronic sound 
and make better music. 

The factory presets on the W7 are just plain 
terrific. While the 4Mb piano expansion board 
is stunning, even the normal acoustic piano 
is quite respectable. We liked the organs as 
well, and the detailed new age pads. The 
acoustic guitars are fairly convincing, and dis- 
tortion makes the electric lead guitars truly 
fierce. The basses are solid, the strings lush, 
and the analog synths fat. The trumpets are not 
as brassy as we'd prefer — a bit on the tweezy 
side, in fact. The flute is lovely, but the recorder 
is a joke. The crash and ride cymbals are too 
short, and the snares could use more snap, but 
they’re solid and should work well in a mix. 

The user interface is well laid out, with lots 
of buttons and a minimum of submenus. Six- 
teen backlit track buttons show which tracks 
have data recorded onto them; in voice edit 
mode, these buttons become the element se- 


lect/mute switches, and 
also provide instant 
access to the eight dif- 
ferent edit pages. In se- 
quencer mode, the 
large LCD makes use 
of the mixer metaphor 
first seen on the TG300 
(see Keyboard Report, 
July ’94), with an array 
of tiny send “knobs” 
and level “sliders.” In 
most modes, the eight 
soft buttons below the LCD provide access to 
related functions. Keep an eye on these, be- 
cause certain soft-button menu tags only appear 
when you’re on a given page. While a few er- 
gonomic issues did surface in the course of 
our research, we’ll give the W7 a solid B+ in 
the friendliness department. 


aa While the W7’s sequencer is un- 
deniably less powerful than the average 
computer sequencer, it provides just about all 
of the functions that the average player is likely 
to need from day to day. We spotted only a 
couple of limitations that we would regard as 
potentially serious in certain specialized mu- 
sical situations. 

The sequencer can access up to 16 separate 
songs, each with its own “header” information 
— selected programs, effects and effect send 
levels, and so on. In addition, each song can 
contain its own bank of 128 sound programs. 
If you've ever tried to make a new set by load- 
ing songs from different disks that each required 
a different bank of voices, you'll appreciate 
just how slick the W7’s voice bank setup is. 
It’s not without limitations (see below), but it 
solves a big problem in an elegant way. 

Each of the 16 tracks can be assigned to 
an internal program, to MIDI transmission, or 
both. The disk drive can load type 0 and type 
1 Standard MIDI Files using the MS-DOS disk 
format, and can save to MS-DOS using type 
0 files, which means you can easily transfer 
16-track sequences to a computer if required, 
or purchase disks containing tunes and load 
them. Track naming is not supported, nor are 
multi-channel tracks. The disk drive also reads 
and writes in a format compatible with earlier 
Yamaha sequencers. 

The sequencer offers programmed tempo 
changes and punch-in recording with pre-roll, 
both of which are very important features. 
Recording can be done in replace or overdub 
mode. Recorded tracks can be muted or un- 
muted in any combination. There’s a menu of 
edit commands such as quantize, controller 
thin, velocity shift, time shift, and so on. There’s 
also an event edit screen, for microscopic edits. 
Block copy and insert utilities are provided. 
Chaining from one song to the next is sup- 
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A powerhouse production package for the smaller studio: Yamaha’s new W7/W5. The W5 (shown above) has a 
76-note synth-action keyboard. 


ported, but the linkage is not seamless; you'll 
hear a slight hiccup. Also of concern: Notes 
can’t be sustained over the junction point be- 
tween songs. If you develop the verse as Song 
1 and the chorus as Song 2, you'll want to use 
the “append song” command to put the verse 
and chorus together in a single memory loca- 
tion. A single “song” (which could be simply 
a four-bar phrase) can be looped, again with 
a slight hiccup, but unfortunately the sequencer 
won't loop while recording, so you can’t de- 
velop a riff while looping. 

Among the cool features are two instant lo- 
cate buttons and a unique shuttle wheel. The 
former can be programmed on the fly; once 
a location is set, each time you hit the locate 
button, playback will jump without pause to 
the downbeat of whatever bar you’ve chosen. 
Most people will use these points simply for 
locating to the bridge while developing an 
arrangement, but their real-time responsiveness 
lends itself quite well to stuttering playback 
effects that you probably thought could only 
be gotten out of a sampler. 

The shuttle wheel will produce even more 
avant-garde sounds. Crank it to the right, and 
the tempo speeds up. Crank it to the left, and 
the music will start playing backwards. (Unlike 
tape playback, of course, the notes themselves 
will still be playing forward.) The wheel is po- 
sition-sensitive, and with a little practice you 
can isolate a couple of bars of a break and slide 
back and forth through the music in a spastic 
scratcher style that’s tons of fun. The results 
can’t be recorded into the W7 itself, but you 
can’t have everything. 

Editing ¢ Region edits in the W7 are always 
to bar-line boundaries. For many types of op- 
erations this is not a problem, but it’s hard to 
imagine that a velocity-taper crescendo should 
always end on a bar line. We prefer a design 
that allows regions to be defined down to the 
bar/beat/clock level, as on several competing 
workstation sequencers. 

The region editing commands include not 
only the expected options, but some extras. 
You can extract individual types of data (in- 
cluding notes of specified pitches) from one 
track to another. Individual note pitches can 
also be transposed within a track — ideal for 


drum remapping. Note 
gate time (i.e., dura- 
tion) can be adjusted 
up or down, either by 
a percentage or by a 
fixed value; velocity 
likewise. Velocity ta- 
pering for crescendos 
and diminuendos is 
supported. Regions 
can be erased, and 
new measures can be 
inserted into all tracks 
at once, starting at any bar line and in any time 
signature. You can also time-shift a region (or 
a whole track) forward or backward by incre- 
ments as small as a single clock tick. There’s 
even an undo command (with redo) for the 
most recent edit. 

You can copy a track from one song to an- 
other, which is very helpful; the songs don’t even 
have to have identical time signature maps (a 
limitation on some more primitive built-in se- 
quencers). Copying data from one track to an- 
other within the same song is performed using 
the “extract” and “mix” commands. 

Quantization allows for swing, and the 
swing can be applied to velocities and dura- 
tions as well as rhythm, which is a nice effect, 
especially since the velocity swing can be neg- 
ative (with offbeats getting the accents). Per- 
centage quantization (moving notes part of the 
way from their recorded position to the nearest 
beat) is not supported, however. 

Room for Improvement ¢ The biggest hole 
in the sequencers feature lineup is that when 
playback is started in the middle of a tune, it 
won't “chase” program and volume changes 
that are embedded earlier in a track. As long 
as your tunes are structured in a simple, 
straightforward way, you may never miss this 
feature — but for musicians with small rigs, 
the ability to get the most out of an external 
tone module by sending it program changes 
for the different sections of a tune is a vital part 
of sequencing, and the fact that the W7 will 
switch programs correctly only when you start 
playback from the top of the tune makes the 
process of developing an arrangement signif- 
icantly harder. Some people would call it a 
teeth-grinding exercise in patience. 

The sequencer’s metronome is a pitched 
beep, which is really bogus. It can’t be assigned 
to a drum kit note. Of course, you can always 
use up one track creating your own click. Ex- 
cept for punch-ins, recording always begins 
with a two-bar lead-in; if you only need one 
bar, too bad. | 

The sequencer’s header information (called 
a multi) has no voice reserve parameter. With 
up to 32-voice polyphony — using “voice” 
here in the commonly accepted sense of an 
oscillator/filter signal path, not referring to 
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Yamaha patches as voices — many users will 
find that they’re never bothered by voice- 
stealing, even in busy arrangements. If you 
should prefer heavily layered patches to 
stripped-down one-oscillator GM sounds, 
though, or if you should happen to want to 
write a tune that has a droning bell sound with 
a long envelope release underneath some busy 
percussion, you may hear certain notes getting 
chopped off abruptly. A voice reserve para- 
meter would have allowed musicians to make 
their own decisions about which parts needed 
higher priority. 


| sa Programming. If you're still relatively 
new to synthesizers but you'd like to try cre- 
ating some sounds of your own, the W7 could 
be a fine instrument on which to learn about 
synthesis. It makes the process of designing 
new patches that actually sound good easier 
than ever before. This is done via a compre- 
hensive set of templates: Dial up a template 
for each of three or four basic building blocks, 
and you may be ready to press the store button. 
We found the programming system amazingly 
quick and convenient, for the most part. 

If you're an old hand at programming, how- 
ever, the W7’s “convenience” features may be- 
come a source of frustration at times, because 
some important parameters are not visible to 
the user at all. (Just before press time we re- 
ceived an advance copy of a computer pro- 
gram that addresses many of the issues that 
arise out of this fact. See the sidebar on page 
91 for more.) To get close to the sound that 
you want, you must choose a template that 
provides the correct settings. What's worse, 
the actual contents of the templates are not 
documented. The owner’s manual provides 
a full list of templates, but the list includes no 
explanations. Yamaha has provided templates 
and offsets before — in the TG500, for exam- 
ple (see Keyboard Report, Aug. 93). The W7 
has a lot more of them. 

The W7 is a straight sample-playback synth, 
with no extra synthesis features per se. Each 
patch can have up to four “elements,” each 
consisting of a waveform, resonant multimode 
filter, three standard envelopes, and LFO. The 
element parameters also include pan, volume, 
velocity and key limits, and so on. 

Templates are available for the filter (in- 
cluding its envelope), the LFO, the amplitude 
envelope, and the pitch envelope. In addition, 
each element has a master template contain- 
ing all of the above. If you’ve selected no tem- 
plate for a given section, the settings in the 
master template will be used for that section. 
If you like, you can mix and match: You can 
use the master template’s settings for every- 
thing except the amplitude envelope, for in- 
stance, and dial up a different template for 
this envelope. There are dozens of templates 
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in each section, so even if you don’t want to 
get grease under your fingernails tweezing 
individual parameters, there are still millions 
of ways to program an element. 

The W7 provides no utility command for 
copying a user-programmed element from one 
voice to another. The assumption seems to be 
that most users will be satisfied to use the tem- 
plates without much alteration, and will thus 
be able to copy an entire sound by scribbling 
down six or eight settings. } 

When it comes to actually editing the filter, 
envelope, and LFO parameters, Yamaha chose 
to borrow a page from consumer-oriented in- 
struments. Rather than let you edit a parameter 
(say, filter envelope attack time) as a pure nu- 
merical value, they provide offsets for the set- 
tings in the preset templates. Here’s how it 
works. First you choose a template for the filter; 
this template comprises a full set of parameter 
settings for filter mode (usually lowpass, but 
bandpass, notch, and highpass are available), 
cutoff frequency, resonance, velocity response, 
and the envelope. Then you offset the values 
stored in the template by dialing up a value 
between (usually) -63 and +63. 

For most purposes, this system works very 
well. If you want to make the sound a bit 
brighter, you can safely crank up the filter cutoff 
offset by a few notches — and if you want to 
get back to where you started, it’s easy, because 
where you started is always zero (no offset). 
The weenie is, you never get to see the original 
value stored in the template. An offset of, say, 
—20 may produce a very different sound when 
applied to one template as opposed to another. 
There is no way to compare one template with 
another, other than by ear. (The names provide 
some cryptic guidance.) 

When you choose a new template, the off- 
sets are not zeroed. This may or may not be 
preferable in a given situation, but the result 
is that in the process of programming you may 


find yourself having to manually zero out the 
offsets from time to time. Forget to zero one 
out, and the template won’t sound the way it 
was designed to. 

Still more problematical for the seasoned 
programmer, many standard parameters are 
not visible to the user at all, not even as offsets. 
Velocity to envelope speed? Keyboard tracking 
by the filter cutoff or envelope times? Velocity 
to LFO speed? LFO waveshape, even? All of 
these options are definitely present in the ma- 
chine, but the only way to get at them is to 
select the proper template. In the absence of 
any explanation of the templates in the man- 
ual, it’s up to users to figure out what they’re 
doing. Again, we have to emphasize that this 
limitation is not likely to be a big stumbling 
block for the typical musician who only wants 
to knock together a few killer patches. It’s 
mainly a problem for maniacs like us, who 
have this eccentric desire to know what's ac- 
tually going on. 

The Templates & Parameters Up Close « 
To begin with, the W7 ships with 501 ele- 
ment templates. You select these just as if they 
were waveforms; they have names like 
“EP18,” “Clav6,” “Marimba,” “SynBrs12,” and 
so on — the usual complement of raw ma- 
terials. As explained above, however, these 
are not raw waveforms. Each template ref- 
erences both a waveform and a full palette 
of parameter settings. In some cases, a num- 
ber of templates share a single multisampled 
waveform. You'll hear a bass guitar wave, for 
example, with a sharper attack (created by 
a filter envelope), in a more muted form (low- 
er filter cutoff), and so on. 

In general, the variations that were pro- 
grammed at the factory are quite useful. Some 
of them differ radically, even when the same 
waveform was used as a starting point; in other 
cases the difference is so subtle that you may 
have to listen close to spot a longer amplitude 
envelope release or a quicker filter envelope 
decay. We couldn't hear the slightest difference 
between the three nylon-string guitar templates 
when we played single notes; it was only when 
we played a musical passage that the difference 
in brightness became apparent. 

Because of the way the element templates 
are organized, it’s not possible for us to state 
just how many multisampled waveforms are 
contained in the instrument. It’s a good full 
set, that’s for sure. We did notice that a few 
of the single-cycle waveforms in the second 
bank (17, 18, and 19) are tuned quite flat in 
the bottom octave. | 

Amplitude ¢ In the amplitude area, the user 
gets control over the loudness of the element, 
the velocity response (+14), and four segments 
of the envelope — attack (or hold), decay 1, 
decay 2, and release. When the velocity re- 
sponse is given a negative offset, the element 


will fade out as you play louder, suitable for 
velocity crossfades. 
Note that the user has no control over 


envelope sustain level — a fairly boggling 
omission for those of us who are fixated on 
traditional concepts in envelope design. In 
order to program a W7 patch to hit hard, 
subside to a low level, and stay there without 
fading out, you must either find a template 
that does what you want, or else use at least 
two elements, one for the attack and another 
for the sustain. The envelope can be set to 
infinite sustain by setting the decay 2 offset 
to a high enough negative value, but this sus- 
tain will most likely be at full amplitude. In 
addition, the envelope templates often have 
a low-level breakpoint between decay 1 and 
decay 2, to create a double-struck effect. The 
level of this is not user-addressable. If the 
factory setting doesn’t suit you, you have to 
choose a different template. 

Amplitude templates include a variety of 
struck/plucked envelopes (including some with 
keyboard scaling), sforzando-piano swells, slow 
pads, and a double-struck attack. In one case, 
two similar sustained envelope templates differ 
mainly in the way velocity is routed to attack 
time. Velocity response curves (your choice 
of eight items) are selected at the global level, 
not in individual patches. 

Filter ¢ Resonant multimode filters are a 
great resource, especially when you can pro- 
gram a different one for each of four elements 
and have them sweep through the tone at dif- 
ferent rates. The W7’s filters can self-oscillate, 
which is again a potent resource for certain 
classic synth sounds. 

The filter templates incorporate all of the 
filter parameters, not only the envelope but 
also cutoff and so forth. Among the tem- 
plates you'll find items suitable for techno 
bass, orchestral winds, swirling notch effects, 
harpsichord release clicks, heavy velocity 
response, and so on. Several provide cutoff 
tracking of the keyboard. 

The filter envelope is functionally identical 
to the amplitude one. The absence of level con- 
trols is more problematical here, because the 
envelope is, in effect, always full-on with re- 
spect to its effect on the filter cutoff. Envelope 
amount is not a user-adjustable parameter. 

With the lowpass filter templates, the avail- 
able offsets are cutoff frequency, resonance 
amount, and velocity response — a serviceable 
set of parameters. The highpass filter has no 
resonance. Nor does the bandpass, but it does 
have two user offsets, one for bandwidth and 
the other for velocity modulation of bandwidth. 

As on many earlier Yamaha synths, the W7 
filter can be modulated by either an envelope 
or the LFO, but not both within a single el- 
ement. This is a musical issue, and also an issue 
when you turn to LFO programming, because 


if an envelope-type filter template has been 
selected, the FMD (filter modulation depth) 
parameter on the LFO page will have no effect. 

LFO ¢ The LFO templates include some 
items that respond strictly to the mod wheel, 
and others that will always produce vibrato 
or tremolo. The usual waveforms (sine, triangle, 
square, saw up and down, and sample-and- 
hold) are provided. Some templates provide 
a preset amount of velocity modulation of LFO 
speed. (LFO speed can also be driven by a real- 
time controller.) Templates for filter and am- 
plitude modulation are also available. The in- 
strument offers no LFO control over panning 
of individual voices, only a panning algorithm 
in the effects processor. 

The user offsets in the LFO are for modu- 
lation depth of the pitch, filter, and amplitude, 
and for LFO speed and delay time. LFO mod- 
ulation of filter and amplitude tends to have 
a slightly grainy quality, which is fairly typical 
of digital synthesizers in this price range. 

Real-Time Control ¢ Each W7 voice allows 
for user-defined real-time control over a num- 
ber of parameters from two continuous MIDI 
controllers of your choice. Normally, one of 
the latter will be the front-panel control slider, 
which can be assigned to transmit (internally 
and via MIDI) any continuous controller be- 
tween 1 and 119. Assignments for the mod 
wheel, aftertouch, and a footpedal are more 
restricted. Pitch-bend depth and aftertouch- 
to-pitch-bend are programmable, but the pitch- 


bend wheel can’t be redefined to send other 
messages. Each of the four elements can be 
switched on or off for reception of each of the 
above data types (and also for reception of sus- 
tain pedal data), which makes it possible to 
set up some very esoteric musical effects. 

Modulation destinations for the two assign- 
able control inputs include individual envelope 
segments, filter cutoff and resonance, panning, 3 
and several LFO parameters. The minimum 
and maximum control values can be pro- 
grammed (or inverted), and again, the reception 
of this control can be switched on or off for 
each element. While only one destination is 
selectable for each controller, the W7 still 
boasts plenty of real-time control — more than 
most musicians will ever use. 

Its ability to sweep the filter from the mod 
wheel or expression pedal is hobbled, however. 
When the filter is set up to accept input from 
its envelope (and remember, you have to 
choose whether you want input from the en- 
velope or the LFO; you can’t have both), con- 
tinuous controller input is read by the filter in 
a momentary fashion at the start of each note 
and then ignored until the filter envelope reach- 
es its sustain segment — which could easily 
be two or three seconds after the start of the 
note. Once the sustain segment is reached, the 
filter starts responding to controller input in 
a continuous fashion, but during the first part 
of the note, the filter cutoff can only be swept 
automatically by the envelope. If you should 
start your manual sweep a little too early, you'll 
hear a nasty, unmusical jump in the filter cutoff 
when the sustain segment is reached and the 
filter starts to respond to the sweep input. If 
you want to sweep the filter cutoff continuously 
in real time, wah-wah fashion, you must 
choose a filter template for which the filter is 
assigned LFO input. 

Pitch Control ¢ Yamaha has lately adopted 
a simplified version of Roland's hallowed pitch 
tracking parameter. Each element can track the 
keyboard normally (100 cents per key), at 50 
cents per key, at 20 cents, at 10 cents, at 5 
cents, or not at all. No stretch tuning, unfor- 
tunately. For quick percussive attack transients, 
this capability is quite helpful. A slight amount 
of random detuning per keystroke is also sup- 
ported — again, useful for emulating certain 
types of acoustic timbres. 

Forty pitch envelope templates are provid- 
ed, including such options as attack glides and 
blips, release shift upward, brass fall, velocity- 
responsive fixed pitch, and even a repeating 
envelope that can be used for vibrato. Pitch 
envelope depth is programmable from —200% 
to 200%, which means that the absence of lev- 
el control over individual envelope segments 
is less of a problem here than in the filter, where 
the envelope is always full-on. 

Drum Kit Programming ® For musicians 


MARCH 1995/KEYBOARD Sf 


Yamaha SY85 


Professional PCM Samples 
5-pack: $53.95 retai: seas 


SY8S01 PCM Sampler 

5-pack includes Acoustic Guitars, 
Dyno Rhodes, Full Violin Section, 
French Horn Ensemble and Violas 
Attack. Titles also sold separately. 


Each disk: $9.95 retai $19.95 


Yamaha 
SY85/TG500 


Professional Voices 


DISK: $19.95 retail: $39.95 


Super R&B 
Country/Acoustic Folk 
Hybrid Textures 
Radical Film Textures 


Yamaha SY99 


Professional PCM Samples 
5-pack: $44.95 retai: 589.95 


Guitar & Bass | 
Guitar & Bass II 
Orchestral | 
Orchestral II 
Synths | 

Synths II 

Ethnic 

Drums 

Claviers 

Brass & Reeds 
Grand Piano/Dyno Rhodes 


Yamaha SY99 


Professional voice banks 


DISK: $19.95 retait $39.95 


Radical Film Textures 
Vector Emulations 
Super R&B 

Rock, Pop & Roll 
Killer B3’s 


Yamaha SY99 


Optimized SY77 voices 
(320 each) 


DISK: $74.95 reiai: $149 95 
Pop/Rock/R&B 
Atmospheric/Film 


Yamaha 


SY77/1G77 
DISK: S! 9.95 Retail: $39.95 
ROM: $59.95 Retail: $119.95 


Alchemy Collection 
Platinum Collection 
Manhattan Collection 
California Collection 
Rock & Roll Classics 
Atmospheric Textures 
Pop Music Collection 
Urban Dance/Pop 
Progressive Analog 
Dual Element Drums & Percussion 
Dreamtime Collection 
Killer B3’s 


Yamaha 
SY77/1G77 


(continued from last column) 
Radical Soundtrack 

Industrial Cybertech 

Symphonic Collection 


Yamaha 
SY22/1TG633 


128-voice dual banks 
DISK: $39.95 Retail $79.95 
ROM: $74.95 Retait$149.95 


SY77 Impressions 
Proteus Impressions 
Vector Atmospheres 
Ultimate Top 40 
R&B/Industrial Vector 
New Age/Orchestral 


Yamaha 
SY55/TG55 


128-voice dual banks 
DISK: $39.95 retail $79.95 
ROM: $74.95 retai: $149.95 


Modern Artist Sndscapes 
Modern Analog Sndscapes 


Yamaha V50 
DISK: $19.95 retail $39.95 


New York Collection 
New Age Collection 

Los Angeles Collection 
Multi-Timbral Collection 
Down Under Collection 
Urban Pop/Industrial 


Yamaha TX802 


DISK: $19.95 retail $39.95 


Soundtrack 

MIDI Guitar Voices 
Power Synths 

MIDI Wind Voices II 
L/A Voices 


Yamaha DX7IIE! 


Grey Matter equipped 
DISK: $45.95 retai se9.95 


Super E! 


PKG: $55.95 retai: $109.95 


Super E! Survival Kit 


Yamaha 


DX7/TX7 
DISK: $24.95 retait 549.95 


Soundtrack & L/A Voices II 
Super L/A Voices 
Stage & Studio Collection 


Yamaha 


DX7II Series 
DISK: $15.95 retail: $29.95 


Soundtrack 

Top Forty 

Classic Synths 

L/A Voices II 

Pianos and Guitars 
Soundtrack II 
Keyboard Collection 
Super L/A Voices 
Symphonic Collection 
Classic FM Voices 
New Age Collection 
Super R&B 


FREE SOUNDS: 


YAMAHA 


Yamaha DX11 
DISK: $9.95 etait: $19.95 


Designer Series 
Digital Synths 


Yamaha TX81Z 
DISK: $9.95 peta si995 


Designer Series 

R&B Dance 

Guitars, Guitars!* 
Digital Synths 

Custom Wind Voices (* 
L/A Collection** 

Classic FM Collection** 
TV Files Callaction** 
Soundtrack Collection** 
*$13.95, retail $24.95 
$23.95, retail $39.95 


Yamaha TX16W 
DISK: $9.95 Retail: $19.95 
S~pack: $31.45 keiai: 569.9 


Call for available titles! 


CD-ROMS/SAMPLE CDS 


Sound Source is now an official Greytsounds and 
Audioquest dealer! 


Greytsounds 
SALE: $219.95 retai: $299.95 


Choice CD-ROMs for SampleCell, $1000/1100, 
Emax II, K2000 and Peavey SP 


AudioQuest 
SALE: $74.95 retail: $99.95 


Classic Synths & Beatboxes Breaks, Grooves & 
Rhythms, FX & Bizarre Samples 
Sample Wave Sounds & Textures 


E-MU EXECKTS] | BLANK 
RAMS 


Roland JV-80/ 


90/880/1000 
DISK: $24.95 Retail: $49.95 
ROM: $49.95 retait $99.95 


Country/Folk/Acoustic 
Animated Textures 
R&B Synths 

Hybrid Textures 
Sequencer Companion 


Roland JD-800 
DISK: $24.95 retail: $49.95 
ROM: $49.95 retai: $99.95 


Urban Pop Collection 

New Age Collection 

Film Textures 

Progressive Artist Collection 
Jupiter Textures 

JHybrid Textures 


We also support these 
Roland synths: 


D-50, D-550, D-70, D-110, 
D-20, D-10, D-5, U-20, 
U-220, MT-32, SoundCanvas 


E-mu 
Proteus/1/XR 
DISK: $14.95 retail: $29.95 


Fantasy Textures 

K1000 Impressions 

Top 40 

Acoustic Collection 

Classic Synth 

FM Textures 

IBM/C1 Editor/Librarian/Sound pkg., 
only $59.95 (reg. $89.95) 


E-mu EMAX 


Samples 
S~pack: $34.95 rei: so9.95 


Multi-Timbral Collection 
Drum/Bass Library 


We also support the 
E-mu Proteus MPS 


We also carry 
soundbanks 
for these 
Kawai synths: 


Ki, K4, XD-5 


Kurzweil K2000 
DISK: $19.95 peta: $39.95 


Hybrid Textures 
Modern Synthesis 
Stage & Studio 
Radical Film Textures 


Casio VZ/PG380 
DISK: $24.95 retait: 549.95 


MASTERAM Collection | 


CASIO CZ RAMS 
NOW AVAILABLE! 


Hard to find RAM cartridges for the (Z-101, 
1000, 3000, 5000 and (Z-1 models. 


DISK: $24.95 retail: s49.95 
RAM: $69.95 


MASTERAM Collection, Vol. 1 
MASTERAM Collection, Vol. 2 
MASTERAM Collection, Vol. 3 


Ensoniq 
$Q-1/SQ-R 
DISK: $24.95 Retail: $49.95 
RAM: $49.95 Retail: $99.95 


MASTERAM Collection | 
Film Textures 
R&B/Top 40 


Ensoniq 
VFX’ /SD-1 


DISK: $34.95 retail s69.95 


Samplers & Synthesizers 
Super Stage & Studio* 
“Compatible only with VFXSD/SD-1 


We also 
support these 


Ensoniq synths: 
EPS16 Plus, EPS 1x 2x 4x 


Yamaha RAM 6 (SY/TG)......ssccsssee $69.95 
Korg RAM (all but 01, 03R/W)........... $74.95 
Korg SRC512 (01/W, 03R/W).......... $114.95 
Roland 32K RAM (JV, JD, D).............. $54.95 
E-mu RAM (Proteus MPS) ................... $69.95 
Ensoniq 16K RAM (SQ)............scsccesee $59.95 
Kawai 8K RAM (KI series).................. $54.95 
Kawai 16K RAM (K4, XD-5)................ $69.95 
SRI T AI sscincccciatiecncvstoces 


At eeeeeeeeeeneenenseseeses 


DISK FORMATS 
INCLUDE: 
Macintosh, 

IBM & compatibles, 


Atari, Amiga, 
Alesis Data Disk, 
Roland & Brother Sequencers. 


Call for other formats. 


BUY ANY THREE DISKS AND 
GET A FOURTH TITLE FREE: 


(FREE TITLE ON DISK FORMAT ONLY) 


KORG 


O3R/W & X3 
DISK: $24.95 retail $49.95 
ROM: $49.95 retail: $99.95 


Symphonic Collection 
Modern Synthesis 
Urban Dance/Pop 
Radical Film Textures 
New Age Textures 
Acoustic Set 

Stage & Studio 
Country/Folk/Acoustic 


Korg 01/W 
DISK: 24.95 Retail: $49.95 
ROM: $49.95 retail: $99.95 


(ROM cards are limited to our stock on hand.) 
Symphonic Collection 
Non-Linear Explorations 
Urban Dance/Pop 
Radical Film Textures 
New Age Textures 
Acoustic Set 

Modern Synthesis 
Industrial Cybertech 
Stage & Studio 
Country/Folk/Acoustic 


Wavestation 
DISK: $24.95 Retail: $49.95 
ROM: $47.95 reicil: $94.95 


New Age Collection | 
Vector Atmospheres | 
SY77 Impressions 
“Granular” Emulations 
Hybrid Synthesis | 
Vector Atmospheres II 
New Age Collection II 


Wavestation A/D 
DISK: $24.95 Retail: $49.95 
ROM: $47 95 Retail: $94.95 


Super Vocoder 
Animated Orchestra 
Pop/Rock 


Korg T Series 
Dual banks 


DISK: $34.95 Retail: $69.95 


Soundtrack 

New Age 

Classical Organ Collection 
PopFunkHouseRapRock 


Sam rteh 


East Coast customers: 


Visit any Sam Ash store 
for a full line of 
Sound Source soundware 


at great prices! 


Korg T Series 
PCM disks 
5-pack: $39.95 retail:s79.95 


The Elements 
Sound Effects 
Musical Effects 
Fusion/Jazz/Ethnic 
Rock/Pop Drums 
Brass* 

Classic Keyboards* 
Orchestral* 
Plucked* 

VS* 

*$49.95 (retail $89.95) 


Korg M1/MIR 
DISK: $17.95 retail: $34.95 
ROM: $44.95 retait: s39.95 


New World Collection 

Film Textures 

Synthesizer Collection 
New Age Collection 
MASTERAM 100 Collection 
Classical Organs | 
Acoustic/Folk 

Pop/Rock Collection II 


We also 
support these 


Korg synths: 
MIREX, M3R, $3, Al, A2, A3 


HR-16/SR-16 
DISK: Sl! 4.95 Retail: $29.95 


Rap, R&B & Industrial 


Order direct from Sound Source! 


All prices good throughout North America only. 
Dealer inquiries invited. 


(800) 877-4778 


Call Mon-Fri, 8 to 5:30 Pacific time 


2985 E. Hillcrest Dr., Suite A, Westlake Village, CA 91362 
(805) 494-9996 © Fax (805) 495-0016, 496-4917 © BBS (805) 373-8589 
Standard shipping rates: $5 for continental U.S., $6 for Canada & Mexico. 


Federal Express is available (call). Prices are subject to change, at any time, without notice. 
All Mid-Sector CPC correspondents should report to Special Agent VB, in Region 532, for immediate debriefing of Case #3497.14c ASAP or before 95:4-1. 


NEW: 


AUDIO SAMPLE CDs FEATURING 


THE BEST OF SOUND SOURCE... 
POP ROCK R&B 


99 tracks featuring electric pianos, organs, strings, 
brass, bass, guitars, drums and much more, plus 20 
killer hip-hop beat loops. All individual sounds taken 
from our world renowned sound libraries for Korg, 
Roland, Yamaha, and others! 


SONIC TEXTURES 


60 minutes of swirling atmospheric textural pads, gen- 
tle ambient washes, and subtle mood-inducing effects 
layered to perfection. All 16-bit multi-sampled, top 
quality sounds taken from Sound Source’s extensive 
sound libraries. 


Regular: $149.95 
SPECIAL INTRODUCTORY PRICE: 


$49.95 


We now support EMAGIC’s 
SOUND DIVER 


Sound Diver is a universal editor/librarian for the Macintosh, 
fully compatibale with Logic/Logic Audio 2.0. 


© 1995 EMAGIC Inc. 


SUUND' 


INTERACTIVE 


yamaha wi7 


who need to use the W7 as their main sound 
source in full pop arrangements, the drum kit 
programming will probably be very adequate. 
You Can assign a sound to each key within 
a kit — up to 69 keys. Each key/sound can 
then be tuned (in fine increments over a ten- 
octave range), panned, and given settings for 
volume, reverse sample playback, gate time 
(up to 2,600ms), and decay (0-31). Oddly, 
the decay time parameter shortens the sound 
as you raise the value; decays above 20 sound 
like paper-clip percussion. 

Like other programs, the drum kits each 
contain an insert effect. You can also program 
the level of each individual drum key that will 
be sent to the system effects, but this setting 
will only be applied to the sound if the insert 
effect is switched off — which makes sense, 
because the insert effect only has one stereo 
output. If all of the drums are being routed 
through it, they can’t be separated afterward 
and sent to different system effects at different 
levels. If you need to use an insert effect on 
a single drum, say for a gated snare, you're bet- 
ter advised to program the snare as a normal 
voice — which also allows you to do tricks 
like velocity cross-switching — and sequence 
it on a different track. 

We can’t help wishing that each drum key 
had its own filter cutoff and resonance settings. 


If you need filtered drums, or high-end features 
like attack time control, velocity amount to 
pitch, or the ability to layer two drums on a 
single key, you'll just have to program your per- 
cussion as normal voices and devote more 
sequencer tracks to percussion. 


ffects. In some ways the W7 goes further 

than any previous synthesizer when it 
comes to providing effects processors. The in- 
strument is capable of producing up to six dis- 
crete effects at a time — and some of these 
can be dual-effect algorithms, so the actual 
number of simultaneous effects is even higher. 
If you plan to create full “studio-quality” 
arrangements within a single instrument, you'll 
be delighted with the W7. It can add distortion 
to a guitar line, phasing to a Clavinet, and de- 
layed echoes to a flute at the same time while 
still providing reverb, chorus, and who knows 
what else for up to 16 tracks at once. 

If you've already got some other synths, and 
plan to use the W7 mainly to play one sound 
at a time in a MIDI mix, you'll be less thrilled 
by its effects setup. True, you can process a 
single patch with up to four effects — but you 
can’t store all four of them in memory with the 
patch. Three of the effects processors are con- 
sidered global effects for applying to the multi- 
channel mix, and their settings are stored to 


the 16 song multis rather than to individual 
patch memory locations. Also, with a four-os- 
cillator patch you might like to juggle the send 
amounts of the various oscillators, or even route 
each oscillator through a different effect. You 
can get the same musical result in the W7, but 
only with the aid of a cumbersome work- 
around involving four different single-oscillator 
patches assigned to four different tracks. 

Each channel of the multi has its own send 
level controls for the three global effects, so 
you Can assign just reverb to some tracks, reverb 
and chorusing to others, and so on. Each effect 
processor also has its own master return level 
control. Rather than using the send pot, you 
can select a “voice” setting for the send; this 
causes the effect to receive whatever signal level 
is programmed into the patch for that send. If 
you tend to use the song effects for specific pur- 
poses, this is a neat way of insuring that, for 
example, the electric piano always comes up 
with the proper amount of chorusing, no matter 
what track you happen to assign it to. 

The other three effects are “insert” effects. 
Each patch is programmed with its own insert 
effect, and in a given mix you can switch on 
the insert effect for up to three tracks. This 
is a great system. It gives you the flexibility 
to apply special effects to the most important 
musical parts in a mix, and also to control 


WOULDN'T IT BE GREAT 
TO HAVE A FRIEND AT 
A MUSIC STORE? 


I'LL DO WHAT IT TAKES TO MAKE GUITAR-GUITAR 


Vince Melamed 


Rick Steff. 


YOUR MUSIC STORE 


Hi, my name is John. I will be per- 
sonally handling your call at Guitar- 
Guitar and giving you better service 
than you’ll find anywhere. We want 
to be your music store! 

At Guitar-Guitar we do things a lit- 
tle differently. We are not commis- 
sioned salesmen. We’re all working 
musicians like yourself, who are cour- 
teous, knowledgeable and have the 
same passion for great gear that you 
do. If you’re considering a new or 
used piece of gear, I hope you'll give 
me a ring and let me show you what 


Bob Dylan, Rosanne Cash, 
Eagles, Dan Fogelberg. 
SongWriter/Composer for 

John Anderson, Restless Heart, 
Jimmy Buffet, Trisha Yearwood- 
"Voice Crystal patches are 
truly amazing- I’ve lost ten 
pounds in only four weeks". 


A of Bg (Tigh eas 


Hank Williams Jr.- 

“With Voice Crystals, my 
synths work at their creative 
best. | wouldn’t play 
without 


them’. Fa mi 


Professional 
Sounds 
Programmed 
and used by 
Professional 
Musicians 


Voice Crystal sounds are available for these synthesizers. 


ROLAND 

JV-80/880, JD-800, JD-990, 
JV-1000, D-70, D-50/550, 
D-20, D-10/110, D-5, GR-50 


KORG 

X-3 and i-Series, O1/W/FD/ 
Pro/Prox, O3RMW, T-Series, 
M-1, M1-R, M-3R, 256K and 


ENSONIQ 

ASR-10, EPS16, TS-10, 
TS-12, KS-32, all SQ-Series, 
VFX/VFX-SD, SD-1, SQ-80, 


Guitar-Guitar can do for you. You and 256K BlankRAM Cards. 512K Blank RAM Cards. 32K Blank RAM Cards and 
EEProm Cartridges. 
can call me toll free at: YAMAHA WALDORF ee 
S00 DR GUIT ‘AR SY-85, SY-77 and 64K Blank — Microwave and 256K KURZWEIL 
Guitars, Bass, Keys, Amps, ete ge a Tae RAM Cards. Blank RAM Cards. K-2000, K-2000R, K-2000S. 
Recording, Pro Audio, DJ, . 
Rack Gear. Huge Used & fc 
Vintage inventory too! F4 PRODUCTIONS, INC. 
Over 5,000 items. CS OOS es © wusic propucts pivision 


14270 Ventura Blvd Sherman Oaks, CA 91423 


THE GEAR YOU NEED « THE PRICE YOU WANT 


930 Jungfrau Court ¢ Milpitas, CA 95035 
BUS: (408) 945-0139 FAX: (408) 945-5712 
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the overall ambience. By switching the insert 
effect on and off for different tracks, you can 
try out different combinations of effects with 
the greatest of ease. 

What It’s Got ® The first processor has 11 
different reverb algorithms and four delays. 
Delay times can be set down to the .1ms level, 
which is even higher resolution than you really 
need for syncing the delay precisely to the 
beat. The reverbs can sound fairly lush and 
warm, and at the other extreme are capable 
of some strikingly metallic resonant comb filter 
effects. (Check out the tunnel algorithm, which 
has parameters for height, width, depth, and 
wall variance.) 

The nine algorithms in the second processor 
are dedicated to chorus-type processing. You've 
got chorus, flange, phaser, auto-pan, rotary 
speaker, wah-wah, aural exciter, and stereo 
pitch-shift. They all sound good to us, adding 
a lot to the richness of the W7’s sound. The 
parameters are basic — modulation depth, 
speed, and feedback, usually. Many algorithms 
also include EQ. The pitch-shift has a theo- 
retical ability to alter the pitch of the signal 
by up to two octaves up or down, but beyond 
two or three half-steps it doesn’t perform the 
way you might expect; consider it useful main- 
ly for spectacular gargling effects. 

The third processor provides 16 choices 


— four reverbs, four delays, four specialized 
reverbs (early reflection, gate, and reverse), and 
four dual effects (EQ or distortion with reverb 
or delay). 

Thirty-five algorithms are available in the 
insert effects, including most of the types just 
discussed. The eight reverb types are the same 
as in the third song effect processor, as are the 
four delay types. There’s an extra flanger, and 
an extra pitch changer. The insert effect mix 
can be adjusted to be 100% wet if desired, 
which is fortunate, because the song effect 
sends can’t be switched to pre-fader; thus the 
song effects are always at least 50% dry. (This 
is not a big problem with the possible excep- 
tion of the panning effect, which really ought 
to be applied to 100% of the signal.) 

You'll find some unusual and musically 
useful options among the insert effects. The 
panning effect includes both a left-right and 
a front-back depth; the latter is a sort of 
doppler pitch-shift that adds a real feeling of 
depth. All ten of the dual algorithms involve 
distortion, which is natural if you consider that 
adding distortion to a lead guitar line is one 
of the more important effects that you’d want 
to apply to only one track in a mix. 

Numerical keypad data entry doesn’t work 
for most effect parameters, which is a bummer. 
The values for items like delay time have a wide 
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range, but you can’t type in, say, “650 <EN- 
TER>”. Unless you enjoy spinning the data entry 
dial literally a couple of hundred times, the 
optimum method is to hold down the Inc or 
DEC button; after a few seconds, the rate of data 
scrolling will soeed up dramatically. 

Each insert effect has one real-time control 
input, which can be used to change the value 
of any parameter. Real-time control of the song- 
level effects is limited to the send level for each 
track. It’s great to be able to control things like 
flanger feedback and rotary speaker speed from 
a sweep pedal. While you could also assign a 
two-position switch as the rotary speed input, 
there will be no programmed speed-up or slow- 
down time when the pedal is pressed or released. 
Because the real-time input adjusts parameters, 
and the parameter values are by definition 
stepped, foot control of the wah (swept filter) 
effect is very audibly staircased, not smooth. The 
auto-wah, created by an envelope follower, flows 
up and down smoothly, but if you want smooth 
real-time wah-wah, the recommended method 
is to sweep the voice filter cutoff instead of using 
the wah effect. 


| aeaalaenions & Forgetting. As you might 
expect of a full-function, software-driven 
musical instrument, some of the internal 
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REACH FOR IT! 


An incredible performance keyboard controller is out there for you. 


The world is full of wonderful sounds, and you 
can put them aft your fingertips with the Fatar Studio 
series MIDI keyboard controllers! Since feel is such 
an important consideration when purchasing a 
keyboard controller, Fatar, the world's largest 
keyboard manufacturer, has designed their latest 
models with a remarkable touch of the keys that 
mimics the feel of the best synthesizers right through 
to the authentic feel of a traditional acoustic piano. 

Fatar has a full range of keyboards that have a 
multitude of playing features for every musician from 


the beginner to the pro, to the multi-media computer 
user, starting at only $199.95. The synth actions are 
light and responsive without a hint of soonginess. The 
hammer-actions on the 88-note controllers are rated 
the best in the business. 

Fatars natural dynamics are.due to response 
curves that have been refined with the help of some 
of today's top leading players. The possibilities are 
limitless. So reach for a Fatar Studio controller at your 
nearest music store and witness the alternative way 
of control. Play if! Enjoy it! Feel the music! 
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NRI’s breakthrough 


training gives you every- — — : 


thing you need to build 
your own computer- 
controlled music studio, 
master MIDI technology, 
then start a new career 
or business of your own. 


Prepare for an 
exciting, opportunity- 
filled career | 


In the booming music industry, 
what you can do with your NRI 
training is limited only by your 
imagination. You can work as a 
sound engineer, recording 
engineer, or road technician ... 
even start your own business 


selling and servicing today’s MIDI- Hands-on course includes a 486SX2/50 MHz c 


based systems. Or unleash your powerful computer in home study today — plus a Kawai X50-D 


own musical creativity, writing professional-level synthesizer, Cakewalk MIDI sequencing software, 


and composing music with the Sound Blaster-compatible sound card, and more! © 


extraordinary digital instruments 
NRI provides. 


NEW! 486$X2/50 MHz 
computer, Kawai X50-D 


synthesizer included! 


Build your own electronic music center with 


all this real-world equipment: 


= Complete IBM-compatible 486SX2/50 


= Your own desktop recording studio — the 
critically acclaimed Cakewalk 256-track 
MIDI sequencer software that helps you 
record, edit, and play back multiple tracks 


= SoundSculptor software that visually 
demonstrates the operation of FM music 


= Electronic components you use to build up 


MHz computer featuring mini-tower 
design, Pentium Overdrive-ready 
motherboard, 4 meg RAM, 420 meg 
hard drive, Super VGA color monitor 
with .28 dot pitch, fax/modem, and 
more 


High-end Kawai X50-D 
General MIDI synthesizer with 
touch-sensitive keyboard, 
digital effects with reverb and 
chorus built-in, one finger ad- 
lib, mixing, and more 


Sound Blaster-compatible 
sound card with built-in MIDI 
interface and speakers 


Complete lessons, 
top-notch equipment, 


hands-on projects — 
NRI training doesnt 
miss a beat! 


live circuits, including sound generating ones 


omputer — the most 


in electronic 


You discover how to use, 
program, and service this 
professional equipment through 
hands-on projects that make 
learning both fun and challenging 
— regardless of your experience in 
electronics or music. 


Gain expertise and 
confidence, step by 
easy step 


Study at your own pace, with the 
committed support of NRI’s 
instruction team just a letter or 
phone call away. You begin with 
detailed lessons that move from 
electronics fundamentals and 
music notation to sound genera- 
tion routines, digital logic, 
microprocessors, and sampling 
and recording techniques. Then 
move on to get first-hand exper- 
ience with MIDI, waveshaping, 
patching, sequencing, mixing, 
special effects, and much more. 


Progress at your own pace 


Now, with NRI’s TeleGrading system, you 
can progress through your course even _ 
quicker. Just call our 24-hour line to check 


your work! What’s more, you'll get to use the 


NRI Bulletin Board, an exclusive on-line 
service ... even after you graduate! 
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Sounds 


SUPREME BEATS 


A PERCUSSION 

LIBRARY 

BY BASHIRI JOHNSON 
SELECTION EEEEE 
SOUND QUALITY -FEEEE 
FORMATTING 


BANGFORTHEBUCK EEEEE 


Format: Audio, plus Akai, E-mu 
Ell, Ensonig, Kurzweil K2000, 
Roland, and SampleCell CD- 
ROM. 

Overview: Contemporary, 
dance/hip-hop, African, and 
world percussion loops, con- 
struction kits, and single hits. 
Contents: Four audio CDs. 
650 loops. 100 single-instru- 
ment samples. Loop cate- 
gories include Mozambique, 
Charleston, cha-cha, hip-hop, 
scratch, tribal vocal, industrial 
dance, soukous, African, sam- 
ba, Hawaiian, solo patterns, 
and more. Single instrument 
samples include bamboo 
tube, bell, bongo, bottle, 
clave, conga, dumbek, frame 
drum, gong, log drum, quika, 
shaker, spoons, tabla, talking 
drum, triangle, wood block, 
and so on. 


Suggested Retail Price: $299 
for four-disc audio set. $199 
per CD-ROM, due out in Feb. 
‘95 (two CD-ROMs will be re- 
leased; one contains material 
from audio discs one and three, 
the other from discs two and 
four. Both will feature addition- 
al unreleased material). 
Contact: Grand Street Records 
& Filmworks, distributed by 
Spectrasonics, Box 7336, Bur- 
bank, CA 91510. (818) 955- 
8481, orders (800) 764-9379. 
Fax (818) 955-8613. 


From tribal stomps to contem- 
porary dance spices, Supreme 
Beats is just that: supreme. 
With four CDs and a gorgeous 
51-page booklet, this is one of 
the most exhaustive and im- 
pressive percussion packages 
we've seen. 

And it sounds even better 
than it looks. 

Bashiri Johnson (whose past 
employers include Madonna, 
Whitney Houston, Donald Fa- 
gen, and C+C Music Factory) 
plays his butt off on these discs. 
Nothing fake about these 
grooves; it’s a feast of human 
feel, energy, and emotion. 650 
stereo loops and 100 single hits 
are spread across four CDs, fea- 
turing Johnson and an all-star 
supporting cast of Cyro Bap- 
tista, Luis Conte, Kimati Dinizu- 
lu, Daoud Woods, and others. 
If you're looking for standard 
drum kit loops, though, or sam- 
ples of kicks, snares, toms, and 
cymbals, you’re barking up the 
wrong tree. This is strictly a per- 
cussion disc, Holmes. Congas, 
bongos, shakers, cowbells — 
you get the picture. 

Johnson is generous with his 
loop lengths; some of our fa- 
vorites range from four to 16 
bars long. Listening closely, we 
detected that certain of the 
longer items are actually two 
repeats of a shorter loop, but 
the majority seem to have been 
played straight through, not cut 
and pasted. 


Supreme Beats uses the 
“groove construction set” ap- 
proach to formatting. Following 
almost every loop are the sin- 
gle-instrument tracks that it’s 
made of, which allows you to 
edit or remix the patterns. If you 
can find beats that you think 
will match, it’s easy to layer a 
conga and talking drum track 
from one loop with the vocal 
chants of another, and so on. 
Very, very cool. Loops are usu- 
ally played at several tempos — 
most often 93, 108, and 120 
bpm. Single samples of the 
loop instruments can be found 
at the end of each CD in a sec- 
tion called “The Hits.” 

The first of the four discs, 
Contemporary, kicks off with 
stomping feet, clattering an- 
klungs, bamboo brushes, and 
huff-and-puff vocal rhythms. 
One of our favorites is the Tropi- 
cal Drum Talking loop (a single 
upward-bending note on the 
one, an infectious, driving conga 
pattern, and a trio of cowbells, 
tambourines, and shakers). Get 
down, Bashiri. Other disc 
highlights include the percus- 
sive footwork of tapster Hinton 
Battle on Charleston Tap, the 
pulsing Mozambique loop 
(timbales, congas, and guiro), 
and the hilarious Bash Novel 
(slide whistles atop clickety- 
clackety spoons atop a twangy 
jaw harp bass line). 

A couple of acoustic oddi- 
ties found their way onto this 
disc. Check out the instrument 
list for Vacume [sic] Groove 
and you'll come across such 
goodies as Darabuka, talking 
drum, bell bag, and, no joke, 
radiator. It’s not the only auto- 
motive instrument featured on 
Supreme Beats, either (a brake 
drum makes an appearance on 
the fourth disc). 

For songwriters and sample- 
savvy performers, the loops- 
within-the-loops are as valuable 
as the full-featured ensemble 
versions. A solo conga pattern 
might sound plain when com- 


EEEEE KILLER 
COOL 


AVERAGE © 
EE 4H0-HUM 
BOGUS 


pared to its densely packed 
counterpart, but simple loops 
like these are worth their 
weight in microchips. Layer 
one of these raw tracks with a 
stiff drum machine beat and 
you'll quickly learn the value of 
live percussion. 

Don’t be misled by their ti- 
tles; the second CD, called 
Dance Hip-Hop, might bring to 
mind TR-808 kicks, synthetic 
hi-hats, crackly JB horn hits, 
shrieks, and so on. But with the 
exception of a few vinyl-sound- 
ing scratch effects, most of the 
material featured on this disc is 
played on congas, surdos, bon- 
gos, ocean drums, and the like. 
This doesn’t mean that the 
grooves aren’t funky. Check out 
the ultra-danceable Hip-Hop 
Triangle Gong loop, or the Trib- 
al Vocal groove (complete with 
chest-beating vocals, shakers, 
and clattering iron). Delicious. 

In general, organic instru- 
ments are the name of the 
game on Supreme Beats. With 
the exception of one or two 
unidentifiable sound effects, 
most instruments are of the un- 
plugged persuasion. (We’d say 
damn near al/ are acoustic, but 
a photo of Johnson in the liner 
notes shows him stationed be- 
hind a rig that includes a few 
Roland pads. If he’s triggering 
samples or synth modules, it 
isn’t blatantly obvious. With 
products like Korg’s Wavedrum 
hitting the market, however, 
the distinction between 
acoustic and electronic is start- 
ing to blur.) 

One of our favorite percus- 
sion instruments, the talking 
drum, is well represented on 
this disc. In both ensemble and 
solo contexts, its pitch-bendy 
grooves are a knockout. If 
you’re looking for a new musi- 
cal flavor, you might try the 
twangy Hip Hop Berimbau 
loop. The Berimbau — a buzzy, 
one-stringed twanger — is an 
excellent match for Turtle Udu, 
bongos, quica, and tambourine 


MARCH 1995/KEYBOARD 97 


_———$S_ J 


in this context. 

While we locked into the 
grooves on all four CDs, the 
African disc really grabbed us 
by the throat. Infectious ethnic 
stomps can be found from start 
to finish, including such stand- 
outs as the chanting, ensem- 
ble-driven Wosa, E Toi E Toi, 
and Yebo. With the latter, both 
rhythm and vocal sub-tracks 
are provided. 

The final disc, World, kicks 
off with a few solo conga pat- 
terns before launching into a 
loop called Island Congo. Ah... 
sandy beach, blue sky, ham- 
mock, fruity libation. Er, sorry. 
One of our favorites on disc four 
is track 24, Spoons. Since 
Soundgarden’s 1994 hit “Spoon- 
man” reintroduced the musical 
masses to the utensil, musicians 
from pole to pole have been 
raiding their kitchen drawers in 
search of a fresh, affordable per- 
Cussive voice. Churning a killer 
spoon line is no easy chore, 
though — try it yourself some- 
time. We'll go the easy route 
and use one of these pre-fab 
phrases. And when we grow 
tired of ‘em, we’ll slice and dice 


them into fresh grooves with our 
trusty sample editor. 

Another of our favorite per- 
cussion instruments, the Udu 
drum, is spotlighted on disc 
four. Tracks 34 through 42, 
called Just Udus, feature John- 
son soloing atop the funky, 
blob-like device. 

Before wrapping up, we’d 
like to commend the Supreme 
Beats team for a job well done 
in the documentation depart- 
ment. The 51-page booklet that 
accompanies the CDs provides 
not only such data as disc con- 
tents, track numbers, tempos, 
and so on, but also photo- 
graphs of the instruments and 
background information on the 
players, the gear, and the 
recording techniques. Heck, 
they even gave the book an in- 
dex — a rarity in the third-party 
sounds world. Outstanding. 

No review would be com- 
plete without pointing out a 
few weaknesses — but as far as 
we can tell, this package has 
none. It’s that good. Sure, $300 
for the audio box-set isn’t ex- 
actly small change; maybe of- 
fering each CD separately 


would be a comfortable solu- 
tion for those on a tight budget. 
But if you’ve ever hired a pro- 
fessional musician for a ses- 
sion, especially one of Bashiri 
Johnson's caliber, you probably 
paid them that much for one 
groove. There’s enough materi- 
al here to feed an army of sam- 
plers. Bottom Line: If we had 
three thumbs, we’d turn ’em all 
up. Supreme Beats is a winner. 


—Greg Rule 
NORTHSTAR 
K2000 CD-ROM, VOL. 1 
SOUND QUALITY EEEEE 
PROGRAMMING EEE 
BANG FOR THE BUCK EEE 
Format: Kurzweil K2000 CD- 
ROM. 
Overview: Assorted acoustic 
instruments. 


Contents: 41 banks, about 30 
programs each, about 140Mb 
total samples. Acoustic bass, 
brass, piano, pipe organ, 
guitars, ethnic and orchestral 
percussion, strings, vocals, 
woodwinds, ethnic strings and 
winds, orchestra hits. 


: Suggested Retail Price: $395. 
: Contact: Northstar Productions, 


13716 S.E. Ramona, Portland, 
OR 97236. (503) 760-7777. 
Fax (503) 760-4342. 


While they’re a little skimpy in 
: terms of disk storage (140Mb is 


less than a quarter of what a 


: CD-ROM will hold), Northstar’s 


K2000 CD-ROMs are neverthe- 
less an excellent value. The 
banks we auditioned were uni- 


: formly well sampled and well 


looped, and there’s more cre- 


: ative patch programming than 
= on many of the CD-ROMs 
: we've looked at. This month we 


loaded up Vol. 1 of the set, 


which leans heavily toward 


acoustic instruments. Vol. 2 
specializes in D-50 and DX 


synth banks and other pop- 
; oriented materials. 


About half of the banks 


3 weigh in just above or below 
: 4Mb. Many others are less than 
: a megabyte. Only a few (the 


Bosendorfer piano and female 


vocals in Vol. 1) are 8Mb 


banks. This probably makes 


: sense in terms of how people 
: will use the materials — but 
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0.34Mb just isn’t enough mem- 
ory for a ballsy French horn. At 

least, maybe some other sound 

developer could manage such a 
hat trick, but Northstar didn’t. 

The 8Mb Bésendorfer is 
beautifully done, with long 
smooth loops, unobtrusive split 
points, and a full rounded tone. 
We'd be very happy playing 
light classics on this piano; we 
leaned toward the velocity split 
programs, which use the same 
keymap for the soft and hard 
velocities but have more filter- 
ing on the softer notes. The 
notes in the low bass range die 
out too quickly, and overall 
there’s less hammer thwock 
than there ought to be. That's 
why we said “light classics.” 
Mostly you don’t miss the ham- 
mer’s percussive attack, but if 
you bang down on a two-hand- 
ed block chord, it sounds al- 
most bowed; you can’t pound 
with this piano. 

The loops are just as smooth 
on the string section samples. 
We'd have no hesitation in us- 
ing them for a warm string pad. 
We do wish that the violins 
matched the celli better. The 


cello section is small — no 
more than four players, by the 
sound of it — while the fiddles 
are very full. 

The basses are solo, but or- 
chestral in style; there’s one 
bowed bank and two pizzica- 
to. One of the pizzicato banks 
is quite dry (short notes, in 
other words), while the other is 
full enough to be used for 
jazz. The programming covers 
the basic bases, but offers little 
in the way of frills. Each bass is 
presented with several differ- 
ent effects (room, hall, chorus, 
dry), tuned in fifths and oc- 
taves, with key pressure routed 
to bend the pitch up or down, 
with velocity switching to the 
alternate attack point, and so 
on. Each bank is rounded out 
with a couple of synth basses. 
These beef up the bass sam- 
ples — nearly obliterate them, 
in fact — with the K2000’s in- 
ternal square and saw waves. 
We spotted only one program 
that used the control slider, 
and it was a synth bass pro- 
gram. The slider is used by 
some programs in other banks, 
but only sparingly. 


The French horn bank con- 
tains two multisamples, neither 
of them very lively. Pressure in- 
troduces vibrato and also 
speeds up the vibrato LFO. We 
were hoping for a pressure 
patch that would make a brass 
swell, but there isn’t one. The 
patches that layer Northstar’s 
brass with the K2000’s internal 
trumpet and trombone are real 
grabbers, though. The piccolo 
trumpet is a nasal throwaway, 
but the 4Mb trumpet section is 
bright and full, ready for your 
next fanfare. They even figured 
out how to get a fool-you mut- 
ed sound using the K2000 fil- 
ters. According to Northstar, 
“throwaway” is not entirely the 
wrong word. Such banks as the 
French horn and piccolo trum- 
pet were developed for their 
floppy disk library, which is 
why the banks are so limited in 
memory size. Think of them as 
added extras, not as the meat of 
the CD. 

The African percussion bank 
is very evocative. Several hits 
are provided on each of several 
drums, for more realistic track- 
ing. Thoughtful programming 


options include a kit with a 
heavily resonant flanger (per- 
fect for techno rhythm riffs), a 
kit with velocity routed to pitch 
for added realism, and a slew 
of single-drum programs for 
tuned patterns. The 4Mb hand- 
bell bank is another winner, 
with crisp, well-looped samples 
and good programming op- 
tions, including a bell/electric 
piano layer and a classic D-50- 
type bell pad that includes au- 
thentic echoes and chorusing. 
With our deadline fast ap- 
proaching, we found a minute 
to load the autoharp, koto, and 
tambura banks. Yum! The 
two-octave koto arpeggios are 
bound to be good for some- 
thing, especially since the 
ascending and descending 
versions (both on the same 
Phrygian pentatonic scale) are 
closely enough matched that 
you Can alternate the two and 
give the impression of a koto 
player strumming endlessly. 
And we can’t wait to try layer- 
ing the bright, metallic autoharp 
with the glittering orchestral 
bells. Good stuff, all of it. 
—Jim Aikin 
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o here we are, the March issue already. Why wait 
this long into ‘95 to run the 19th annual Keyboard 
Readers Poll? Would you believe we’ve decided 
to turn it into a Valentine’s Day event’? How about, 
it's easier to write stuff like “March right out and vote” in the March 
issue? We're trying to see how many of you can remember 1994? 

The truth is, nobody Knows why the Poll didn’t make it into 
the first two months of ’95. Things happen: You go to lunch, 
you doodle around with a few new ballot ideas, you go home. 
All of a sudden, wnammo, it’s March. Which actually is just as 
well. By the time you read this, your horrible New Year’s Eve 
gig will be but a distant ringing headache, and you'll be able 
to get some perspective on what happened last year. You’ve 
had time to mull over November's election results, for instance. 
What did it mean for keyboard players? Obviously, it means 
lightening up on the left hand (no more “strides” forward) and 
trying to swing harder on the right, not to mention getting your 
film score chops up to speed for Boys’ Town II. 

But before they start Dole-ing out soundtrack assignments, 
take a few moments to pay tribute to the best players, com- 
posers, and products of 1995 via the Keyboard Readers Poll. 
Despite all those annoying guitar players and talk show hosts, 
plenty of keyboard action found space on the airwaves. There 
were lots of solid solo aloums, band projects, back-breaking 
tours, club dates. In home studios and on stadium stages, your 
favorite players made history, and lots of killer music, last year, 
while their counterparts on the manufacturing side were busy 
building and tweaking the tools we use to add our music to 
the chorus of synths, pianos, samples, and sequences. 

Since we published our first ballot back in ’76, the Keyboard 
Poll has been the best way for keyboard players to pay tribute 
to the top talent in their field. Great as it is to get fan mail and 
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sell tons of records, there’s something special about winning 
kudos from people who do what you do. That’s why so many 
winners, from Vladimir Horowitz through today’s top players, 
have sent their thanks to us — actually, to you — once the 
results are published. Here’s your chance to make them feel 
appreciated again. 

As always, we've listed nominees under various headings, 
partly to help define what each category means. If we overlooked 
your fave, don’t get mad — get even by letting us know about 
it with your write-in vote. That’s what the top line under each 
heading is for. 

That’s not all. As part of our 20th anniversary celebration, 
we re offering five one-time-only awards to players and man- 
ufacturers for achievements over the past two decades. Usually 
the Poll is restricted to players who were active onstage and/or 
in the studio over the previous year, but just this once you get 
a chance to vote with a clear conscience for the greats of the 
‘70s, ‘80s, and ’90s, whether or not they’re still playing — or, 
for that matter, breathing. 

Looking back over the past 20 years, who was the Best 
Keyboard Artist? What was the Best Keyboard Solo? The Best 
Rhythm Track? The Best Keyboard Composition? Oh, and 
what was the Best Piece of Keyboard Gear? 

Tough choices. Lots of worthy candidates. Give it your 
best shot. 

Remember, aside from the five special categories, your choic- 
es are based on what each artist did during 1994. So dust off 
that calendar — “Jan. 1, 1994. Heard great Minimoog solo on 
‘Auld Lang Syne’ at The Bucket o’ Blood. First chorus definitely 
began after midnight.” — and send us your vote. We'll tally the 
results in mid-April and announce the winners in our June ’95 
issue. Unless those pesky lunches get in our way again. 


OVERALL BEST PLAYER. All keyboard players and sequenc- 
ing musicians are eligible in this category. 
O 


BEST NEW TALENT. Those who popped up from the ooze 
"94. 
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ACE OF BASE 

ANGEL C. 

BRIAN CULBERTSON 

SEIBOLD (HATE DEPT) 

NATASHA SHNEIDER (ELEVEN) 

JACKY TERRASSON 

VIVIAN TRIMBLE (LUSCIOUS JACKSON) 
ADAM WAKEMAN 
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BEST ALBUM. Any keyboard or electronic instrument, any style. 
(Sampled didgeridoo is eligible, but real didgeridoo isn’t. It’s a virtual 
kind of thing.) 


TORI AMOS, UNDER THE PINK 
LAURIE ANDERSON, BRIGHT RED 
BEAUTIFUL PEOPLE, /F ’60S WERE ’90S 
HARRY CONNICK JR., SHE 
CONSOLIDATED, BUSINESS OF PUNISHMENT 
TOM COSTER, THE FORBIDDEN ZONE 
DIXIE DREGS, FULL CIRCLE 
THOMAS DOLBY, THE GATE TO THE MIND’S EYE 
DREAM THEATER, AWAKE 
JAN HAMMER, DAIVE 
EMERSON, LAKE & PALMER, IN THE HOT SEAT 
EMERSON, LAKE & PALMER, 

THE RETURN OF THE MANTICORE 
ERASURE, | SAY! SAY / SAY 
FUTURE SOUND OF LONDON, L/FEFORMS 
THE ORB, LIFE 93 
THE ORB, POMME FRITZ 
ORBITAL, DIVERSIONS 
TRENT REZNORVNINE INCH NAILS, THE DOWNWARD SPIRAL 
KLAUS SCHULZE, TOTENTAG 
YELLO, ZEBRA 
YES, TALK 
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BEST ROCK PLAYER. Any style of rock, from speed metal 
to middle-of-the-country. 


KEITH EMERSON (ELP) 

JOIE HINTON (OZRIC TENTACLES) 

BRUCE HORNSBY 

BILLY JOEL 

ELTON JOHN 

BOOKER T. JONES 

MARK KELLY (MARILLION) 

SASCHA KONEITZKO (KMFDM) 

BILL LYB & RHYS FULBER (FRONT LINE ASSEMBLY) 
SHA! DE LA LUNA (LORDS OF ACID) 

PAGE MCCONNELL (PHISH) 

JORDAN RUDESS (DREAM THEATER/DIXIE DREGS) 
PAUL SHAFFER 

STEVE WINWOOD (TRAFFIC) 
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THE MOST IMPORTANT KEYBOARD ARTIST. Whose 
shadow casts longest over the synth and/or piano landscape? 
oO 


BEST PIECE OF GEAR. | it was in production in 1975 or 
since, it’s eligible. Does “gear” include software? You be the judge. 
QO 


BEST JAZZ PLAYER. From stompin’ stride to fusion and avant- 
garde, as long as it swings. 


CHICK COREA 

TOM COSTER 

JOEY DE FRANCESCO 
GEORGE DUKE 
BENNY GREEN 
HERBIE HANCOCK 
KEITH JARRETT 
KENNY KIRKLAND 
JEFF LORBER 
MARCUS ROBERTS 
GONZALO RUBALCABA 
MEL SIMPSON (US3) 
MCCOY TYNER 
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BEST CLASSICAL PLAYER. The grahnd piahno. Also harp- 
sichord and synth. 


EMANUEL AX 
VAN CLIBURN 
KATHY GEISLER 
IGOR KIPNIS 
EVGENY KISSIN 
GUY KLUCEVSEK 
MICHAEL NYMAN 
GARRICK OHLSSON 
URSULA OPPENS 
ANDRAS SCHIFF 
ANDRE WATTS 

Q ARTIS WODEHOUSE 
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BEST DANCE ARTIST. Hip-hop, R&B, and techno, as long 
as it’s got that booty-shakin’ kick drum. 


QO 
Q RUNEB. &IAN ION (OVERLORDS) 
Q BIGOD 20 

Q RAY CARROLL (WATERLILLIES) 

Q DAVID COLE (C+C MUSIC FACTORY) 
Q DENZIL FOSTER/THOMAS MCELROY 
@ PAUL HARDCASTLE 

Q KENNY LARKIN 

Q JASON MILES 

Q PUBLIC ENEMY 


NEW AGE ARTIST. Doesn't matter if it’s electronic or acoustic, 
as long as it... aslongas...as...What was | saying? 


DAVID ARKENSTONE 
WILLIAM AURA 
SUZANNE CIANI 
PETER KATER 
KITARO 

DAVID LYNCH 
GEORGE WINSTON 
YANNI 
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THE LONG VIEW: 20-YEAR POLL 


BEST KEYBOARD SOLO. ‘Listen, Bill Evans did this burnin’ 
‘Theme from M.A.S.H.’ at a gig in’77. Let me tell you about it... .” 
Oo 


BEST RHYTHM TRACK. Hundreds of worthy candidates 
— but can anyone tell them apart? (Joke. Joke’) 
QO 


BEST FILM/TV SCORE. The hi-tech Hollywood composers 
deserve a category of their own. The emphasis is on scores created 
and/or orchestrated electronically. 
O 
49 RICHARD RODNEY BENNETT, 
FOUR WEDDINGS AND A FUNERAL 
RANDY EDELMAN, THE MASK 
BRAD FIEDEL, TRUE LIES 
RICHARD GIBBS, CLIFFORD 
ELIOT GOLDENTHAL, INTERVIEW WITH THE VAMPIRE 
MARK MANCINA, SPEED 
ENNIO MORRICONE, WOLF 
THOMAS NEWMAN, THE SHAWSHANK REDEMPTION 
TRENT REZNOR, NATURAL-BORN KILLERS 
RYUICHI SAKAMOTO, LITTLE BUDDHA 
ALAN SILVESTRI, FORREST GUMP 
MARK SNOW, THE X-FILES 
HANS ZIMMER, THE LION KING 
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ELECTRONIC INSTRUMENTAL ARTIST. The synth 
whizzes whose music falls somewhere between clouds of new age 
reverie and pits of mosh. 

O 


APHEX TWIN 

CABARET VOLTAIRE 

THE ORB 

ORBITAL 

KLAUS SCHULZE 

TANGERINE DREAM 

JOHN TESH 

YOUNG AMERICAN PRIMITIVE 
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BEST HIRED GUN. A category for people most folks never 
heard of. Faceless, nameless, unsung, but indispensible to those 
enlightened stars who realize a little synth and/or piano backup never 
hurt anyone. 


WALTER AFANASIEFF 
DAVID GOLDBLATT 
RALPH GRIERSON 
MIKE LANG 

CHUCK LEAVELL 
JASON MILES 

GREG PHILLINGANES 
STEVE PORCARO 
FREDDIE RAVEL 
MATT ROLLINGS 
DAVID ROSENTHAL 
DAVID SANCIOUS 
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OUTSTANDING TECHNOLOGICAL INNOVATION. 


What piece of hardware or software set the pace in ’94? 


E-MU MORPHEUS 

KORG WAVEDRUM 

MARION SYSTEMS MSR-2 
MOTU FREESTYLE 
STEINBERG RECYCLE 
TURTLE BEACH QUAD STUDIO 
YAMAHA PROMIX 01 
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BEST COMPOSITION. Again, a huge range of choices, es- 
pecially when you include electronic works that weren’t written to 
be played on a keyboard. | 
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between your console and digital recorder, critical gain riding 
instantly becomes a faded memory. Now you can get back _ 
to recording hot, just like the good old analog days. 
And by gently pushing more sound into the upper end 
of your recorder’s dynamic range, DYNA-Squeeze lets you 
maximize resolution, while simultaneously minimizing low 
level distortion. 


To get your hands on a DYNA-Squeeze, ring us toll-free 
at 1-800-288-8855. 


At $579, it may not improve cn : 
your looks, but we guarantee it’ll do gk rix 


wonders for your sound. 


See 


Wonderbra is a registered trademark of Canadelle, Inc. 
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The Punch Factor 


e all know a punchy 
recorded sound when 
we hear it — but 
what exactly constitutes 
“ounch”? Based on some recent 
research, it seems that perhaps 
punch is something that can be 
not only defined, but quantified. 

| started looking into the 
punch factor because | won- 
dered why seemingly every mu- 
sician | talk to agrees that the 
Minimoog has a punchy sound. 
When | started playing a Peavey 
DPM3, several people again 
commented that my bass patch- 
es had a punchy sound, “like a 
Minimoog.” Clearly, the tech- 
nologies of the two instruments 
are totally different: One is ana- 
log, the other digital; one uses 
voltage-controlled oscillators, 
the other sample playback. Yet 
to listeners, they shared some 
common factor that was per- 
ceived as punchiness. 

Recording a Minimoog bass line into 
Digidesign Sound Tools (Figure 1) revealed 
something interesting: Even with the envelope 
sustain control set to minimum, the sound 
stayed at a maximum level for about 20 to 
30 milliseconds before the decay began. 
There is no way to eliminate that short period 
of peak volume; it’s part of the Minimoog’s 
characteristic sound. 
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Fig. 1. Minimoog envelope attack, peak hold, and decay 
characteristics. Note the fast attack and the short, fixed 
hold time before the decay portion begins. 


| looked at the DPM3’s amplitude enve- 
lope and found that it exhibited the same 
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characteristic — a 20-30ms maximum-level 
sustain before the decay kicked in. Also, both 
instruments had virtually instantaneous at- 
tacks. Could this combination be the secret 
of punch? 

For comparison, | next checked two 
synths that nobody considers punchy-sound- 
ing: an Oberheim OB-8, which is generally 
characterized as “warm” and/or “fat,” but 
not punchy, and a Yamaha TG55. Both had 
fixed attack times, even when the attack 
control was set to zero, that lasted for a few 
milliseconds. | also recalled some exper- 
iments ex-Peter Gabriel keyboard player Lar- 
ry Fast ran in the mid-’70s, when he was 
curious how fast an attack had to be for a 
sound to be punchy. His research indicated 
that most listeners noticed a perceptible loss 
of punch with attack times as short as one 
or two milliseconds. 

So it seems the secret of punch is that you 
need an extremely fast attack time, but you 
also need a short segment where the sound 
sustains at the maximum volume level. This 
segment — let's borrow E-mu’s envelope ter- 
minology and call it the “peak hold” — isn’t 
long enough to be perceived as sustain per 
se; it’s more of a psychoacoustic phenom- 


CRAIG ANDERTON 


enon. Worse luck, most synthe- 
sizers won't allow you to pro- 
gram a peak hold. Either it’s 
there or it isn’t. The E-mu Pro- 
teus and Emulator have AHDSR 
envelopes, however, which in- 
clude a hold segment between 
the attack and decay. [Ed. Note: 
In our listening test, we found 
that a hold value of 01 (with an 
attack of 00 and a decay of be- 
tween 18 and 25) seemed to 
add punch to the sound.| 

Wondering if this theory 
would stand up with other 
sounds, | took an unprocessed 
snare drum sample and tried to 
add punch by normalizing each 
single wave cycle within the first 
20ms to the highest possible lev- 
el. (This was done in Passport’s 
sample editing program, Alche- 
my, by highlighting each half- 
cycle and normalizing it to take 
up all of the available head- 
room.) The left half of Figure 2 shows the 
original drum sound; note the quick, obvious 
decay. The right half shows the same sound 
after | normalized the cycles in the initial tran- 
sient. Auditioning the two sounds left no 
doubt that the edited version had more punch 
than the original. 


Fig. 2. Editing a drum sound’s attack to add punch. The 
original sample is on the left. On the right, I’ve normalized 
individual wave cycles to add an artificial peak hold 
to the sound. 


Other examples abound: Analog tape 
probably sounds punchy to some people be- 
cause they’re hitting the tape hard enough 
to cause saturation, thus rounding off the ini- 
tial attack transients and giving loud sounds 
that magic 20-30 milliseconds at full volume. 
Last month | alluded to using digital clipping 
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digital home recording 


to add punch. This does essentially the same 
thing as tape saturation, although tape dis- 
tortion creates nicer harmonics than digital 
distortion. (However, the period during which 
the distortion occurs is so brief that the har- 
monic structure may not make much differ- 
ence.) And of course, both compression and 
limiting — which were the first effects de- 
signed to add punch — squash a sound’s at- 
tack if it starts out louder than the decay. 
But what if your synth’s envelope doesn’t 
have a fast attack and a brief period of full- 
level hold? There’s not much you can do 
about the attack, but a little clipping (achieved 
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LOOK INSIDE FOR THE BEST DEALS ON 
MIXING CONSOLES : 
RECORDING GEAR 
SIGNAL PROCESSORS 


with something like a guitarist’s overdrive 
effect) can cut off the top of a waveform and 
give the required hold segment, as can a lim- 
iter. The key point is to set the threshold high 
enough that you clip or limit only a few mil- 
liseconds of the sound. 

In closing, here’s a word of caution: Just 
as you don’t want to fill up a musical arrange- 
ment to the point where it’s cluttered, you 
don’t want to “overpunch” every sound you 
use. For example, suppose a kick drum and 
a bass note hit at the same time. Consider 
adding punch to the kick to reinforce the 
rhythm, but leave the bass alone. Its attack 


will probably be masked by the kick drum 
transients anyway. A continuous succession 
of punchy sounds can fatigue the ear, so add 
punch sparingly. 

Craig Anderton has played Carnegie Hall, 
done session work for Columbia, Epic, Metro- 
media, and RCA, worked on two best-selling 
new age albums (Valley in the Clouds by 
David Arkenstone and Emerald by Brewer, 
Tingstad, and Rumbel), and produced three 
albums by classical guitarist Linda Cohen. 
He is a consulting editor for Guitar Player 
magazine and technology editor for EQ. 


our 116-page Catalog is bursting with the latest gear! 
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INC. 
The World’s Most Dynamic Music Store! 


IN FLORIDA? VISIT ONE OF OUR 


__ Call or write for your FREE copy today! 


1-800-800-4694 


IN FLORIDA DIAL (813) 889-3871 OR FAX (813) 881-1896. 
MAIL ALL CORRESPONDENCE TO PO BOX 8009, TAMPA, FL 33674-8009 


Thoroughbred Music is expanding. Sales and Management positions are available in this growing company. 
Advancement opportunities. Experience preffered. Send resume to: Thoroughbred Music, Inc., P.O. Box 9761, 
Tampa, FL 33604. No calls please. Take advantage of this opportunity for a career in the music industry. 
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contains 128 presets including classic rock * 1 Mb 16-bit Ciassic Organ Sampie Wavetable © 4 Part Muiti-timbrai 
jazz, gospel and pipe organ sounds. Each preset includes individual vibrato, * 128 Presets * Voice Pedai inpui 
distortion, reverb,key click and release click settings. These settings can be * 32 Oscillators * Leslie Speed Pedal input 
globally altered from the front panel, or using MIDI controller messages. In * 32 Voice Polyphonic ¢ Stereo Audio Outputs 
addition, each preset contains four ves which can be accessed in 


-~ 
contains 256 (64RAM/192ROM) classic * 2 Mb 16-bit Ciassic Synthesizer Sample * 12 Dynamic Resonant Filters and 24 LFO’s 
synthesizer presets including analog, digital and hybrid sounds. With 24 Wavetable * Poly and Legato Receive Modes 
dynamic resonant filters. hard sync and pu se width modulation. the Spectrum « 256 Presets (64 RAM /192 ROM) © Hard Sync and Pulse Width Moduiation 
Synth emulates classic analog synthesizers better than any other digita * 24 Oscillators * Stereo Audio Outputs 
instrument. Presets can be edited and saved to RAM locations using the * 12 Voice Polyphonic 


PC-1600 MIDI Controller. 


contains 200 presets including classic analog «7 Mb 16-bit Classic Bass Sampie Wavetable * 8 Dynamic Resonant Filters and LFO’s 
and digital synthesized basses, as well as electric, acoustic, fretless and * 200 Presets * 4 Part Muiti-timbrai 
slapped sounds. The Spectrum Bass includes sustaine legato versions of * 8 Osciliators * Poly and Legato Receive Modes 
most presets sounds. Up to 4 presets can be layered o Di * 8 Yoice Polyphonic ¢ Stereo Audio Cutputs 
channels to create incredibly fat combination sounds. ind ets can be 
edited using the PC-1600 MIDI controller 


is a true programmable analog * Classic Anaiog 4-Pole Filter Circuit e Audio Trigger and Enveiope Follower 

filter system which can be used to process any sound. It offers a 3-channel * 100 Programmabie Locations ¢ Filter Frequency Velocity and Key Tracking 
input mixer followed by a classic voltage controlled resonant 4-pole filter and * 3 Audio inputs * MIDI Controllable 
voltage controlled amplifier. The filter circuit includes an ADSR envelope. e MIDI Note Triggering ¢ Mono Audio Output 
velocity and key track amounts, and is MIDI controllable. The amplifier circuit 
also offers an ADSR envelope and master volume. 100 program locations 
allow settings to be stored in memory. 

This general purpose MIDI controller * 16 Programmable 60mm Sliders 
offers 16 sliders and 16 buttons that can be programmed to send system common * 16 Programmable Buttons 
or system exclusive MIDI messages. In addition, 2 CV pedals and the data wheel * 2 Programmabie CV Pedal inputs : err 
can be used as alternate controllers. The PC-1600 has many uses including * Multi-function Data Wheel . eo 
programming and controlling any of the Spectrum series sound modules. The PC- «50 Programmable Memory Locations | Sexsteeazkukaaauuca fe - 
1600 comes with 50 presets offerinc a variety of synth editors, sequence * 100 “Scene” Memory Locations 2.2 2 8 TERM BERBERS = = 
controllers, lighting system controllers, etc. All presets are fully programmable, so * Setup String Send on Paich Recall MeYTITiyitTriyiiti ti) see 
as other needs develop, they can be programmed by the user very easily. ¢ MIDi Dump/Load Capability a 


In a world of keyboards and sound modules which claim to offer “every instrument sound known to man,” Peavey 


realizes that you probably don’t want, or need, all of that! The Peavey Spectrum Series sound modules are each designed to 


do one thing--offer specific instrument sounds you do want. The Spectrum Organ, Synth, and Bass units offer unique 

features and capabilities needed to produce the most realistic reproduction of its particular instrument family. 
Complementing the Peavey Spectrum Series sound modules are the Spectrum Analog Filter and the PC-1600 

MIDI controller--offered to make the Spectrum Series modules even more powerful. The Spectrum Analog Filter will add 


that fat, classic and true analog sound to whatever you plug into it. And the Peavey PC-1600 MIDI controller allows 
programming and controlling of any Spectrum module. 

azing sounds, amazing simplicity, amazing flexibility, and truly amazing prices! The only thing about the 
oe Series that is not amazing is it’s from Peavey...the company dedicated to giving musicians everything they 
need...and want! 


* U.S. Suggested Retail Prices 
For complete Peavey keyboard information, pick up the latest edition of KEY ISSUES at your local Peavey dealer. 
Peavey Electronics Corporation ¢ 711A Street « Meridian, MS 39301 « Phone: (601)483-5365 « Fax: 486-1278 


Long Live Linear: Using Video in Multimedia Scoring 


BOB SAFIR 


here’s been a lot of talk lately about 
discovering “whole new paradigms” 
in music scoring for multimedia, par- 
adigms that incorporate a “new model” for 
interactive sound. | get a little bit skeptical 
when | see people touting “whole new par- 
adigms.” And | get really skeptical when 
“new model” is used in the 
same sentence. 

The theory goes on to 
state that music must now 
be thought of on the “atom- 
ic” level — individual phras- 
es broken down into indi- 
vidual notes, and the notes 
reduced to their component 
characteristics, maybe all the 
way down to the sample 
level. These sounds will be 
accessed in a nonlinear 
fashion, depending on what 
action is taken by the user 
at any given point in time. 
The linear way of looking at 
things, so the theory goes, 
is dead and gone. 

| disagree with this theory. 
| have even discovered that 
old-fashioned linear produc- 
tion methods can come in 
handy in multimedia music 
production. Case in point: 
scoring to video. 

There are several ways to 
use video in a multimedia 
music production environ- 
ment so as to enhance your 
final product. The first one is very simple. 
Last month | discussed how scoring music 
to picture (even a rough storyboard) can 
make a big difference in the synergy between 
visual and audio elements. If the developer 
can furnish you with other visual compo- 
nents, such as animation, or even electronic 
storyboards, you can take the synergy to a 
higher level. 

Assuming you don’t have a tremendous 
arsenal of computers and video game ma- 
chines on every platform and in every mod- 
el, having the capability to transfer images 
to videotape can prove to be a tremendous 
benefit. Say for example that you’re com- 
posing music for a Macintosh product. If the 
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developer provides you with preliminary an- 
imation scenes, it would be ideal to run 
them on the computer while simultaneously 
working on the music. If the Mac were truly 
a multitasking machine, that might be pos- 
sible. If you have two Macs, it’s easy. How- 
ever, if you only have one Mac, there is still 
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a way out, and it might even be preferable 
to these other methods. 

The solution is to transfer the images to 
videotape and stripe the tape with SMPTE 
timecode. Now you're ready to go to town! 
(Some newer music software packages enable 
you to incorporate QuickTime files within 
them, but that’s the subject of another column.) 

There are several products on the market 
that enable you to grab the images from either 
a Mac or PC screen. Scan converters, until 
very recently, were out of the reach of most 
budgets, as they averaged around $20,000. 
Although these are still available for purchase, 
they are probably higher-quality than you 
need for the tasks we’re discussing here. A 


high-end scan converter will provide much 
better quality than the budget models, so if 
you're doing professional work that requires 
the best possible flicker-free image, you might 
have to take out that bank loan after all. For 
the rest of us, there are several reasonable 
choices on the market. 

| happen to like the 
TelevEyes/Pro video scan 
converter from Digital Vi- 
sion, because it will work 
with both the Mac and the 
PC. It does a decent job (it 
has slightly better resolu- 
tion on the PC than on the 
Mac), and it’s priced rea- 
sonably. (The high-end 
model is around $700.) It’s 
extremely easy to use, as 
it hooks up between the 
computer and the moni- 
tor. It also has a built-in 
genlock/overlay feature, 
which enables you to add 
titles on top of existing 
video. It has both compos- 
ite and S-video inputs and 
outputs. Several other 
companies make scan 
converters; some are less 
expensive, some more. 

So what can you do 
with one of these puppies 
that makes it worthwhile? 
For one thing, you can 
take the preliminary ani- 
mation segments from the 
developer’s alpha release and transfer them 
to tape. Rewind the tape and use your fa- 
vorite MIDI/SMPTE interface to lay down 
a SMPTE track on the tape. You can do this 
easily using the audio insert feature on the 
most basic of VCRs. After ensuring that 
you've got good levels, just lay down the 
SMPTE code on the linear tracks of the tape. 
(You could also choose to lay down the code 
while transferring the new “master” to an- 
other copy, recording picture and sound at 
the same time. You’d lose a generation — 
which may not matter — and you'd get the 
timecode onto the vertical interval tracks. 
Either method works fine.) 

Now you have a “real-time electronic 
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storyboard.” Instead of imagining how the 
music might play out when the opening title 
screen dissolves into the opening credits, 
simply check it out. If you need to make ad- 
justments in the timing of the segments, you 
can do it with absolute precision. That’s the 
beauty of working with time-coded video. 
You can do reality checks on the basic feel 
to see if you’re on track, or you can make 
precise music edits to ensure that the final 
music will work. Being “locked up” to pic- 
ture gives you both capabilities. 

A fringe benefit of this method is that you 
can provide the developer with a copy of 
the tape for an approval cycle. “Here’s what 
| did. Like it? You want to make a change? 
We still have time!” 

Needless to say, the same method will 
work if the developer is using video (and 
many of them are) in the game itself. Score 
to picture, just as if you were . . . well, scoring 
to picture. 

Other applications: Use video to create 
a demo. Use video to record scenes from 
competitive products until your developer 
is ready to give you the real thing. Use video 
to record scenes that will inspire your com- 
position. Use video to show your relatives 
what you're doing because the project just 
slipped another three months. 

After doing most of these things myself, 


I’ve come to realize that there is still plenty 
to learn from the “old” ways of doing 
things before we hastily discard them. 
Many interactive games have suffered from 
the lack of synergy between the visuals 
and the music. Before we look for new 
paradigms, which may or may not be ben- 
eficial, why not use some of the techniques 
that have made film and television music 
successful? 

If we begin to dissect what’s going on in 
any of these media, the first thing we find is 
that titles consist of scenes, whether they're 
interactive or not. A scene has a mood or 
theme. The scene may last a few minutes, 
or a few seconds. But it still has a need for 
an underscore that conveys an emotion at 
a given point in time. 

| looked at my VCR in the studio this 
morning. It almost seemed as if the display 
read, “Rumors of my death have been greatly 
exaggerated.” E 

Bob Safir is president of InterOctave, a 
San Jose/L.A. company specializing in orig- 
inal music and sound design for interactive 
multimedia, and a former multimedia prod- 
uct manager at Microsoft and product man- 
ager at E-mu Systems. He is the founder and 
co-chairman of the Interactive Audio SIG of 
the MIDI Manufacturers Association. 


FOR MUSICIANS/BANDS/STUDIOS 
CHURCH/HOME/SCHOOLS 


e SYNTHESIZERS 


¢ SAMPLERS 


KEYBOARD SPECIALISTS 


e DIGITAL PIANOS 


e DRUM MACHINES 

e SOFTWARE 

e MIXERS/AMPLIFIERS 
e RECORDING EQUIPMENT 


Call for pricing information 


RHYTHM CITY 


1485 N.E. Expressway, Atlanta, Georgia 30329 


1 (404) 320-SALE * 1 (404) 320-7253 


VOLUME DEALER 
NEW & USED 
ALL BRANDS 


ALL MAJOR 
CREDIT CARDS 


PROFESSIONAL 
ADVICE 


PG Music Powerl: - ™ gosat the incredible 
announces... wer fracksrro 

SEQUENCER/NOTATION/PRINTING FOR WINDOWS (IBM) price of $29 
“Solid sequencing at an unbelievable price” Electronic Musician - Sept.93 


PowerTracks is a professional, fully featured MIDI sequencing/notation/printing program, and Is so easy to use! 
And we include versions for Windows 3.1 AND DOS so you’!l be able to use PowerTracks on all of your machines! 


For starters... PowerTracks has all the Pro features found in sequencers costing hundreds of $$ more. 
PowertTracks Pro 


Pro Recording, Playback, Synch, Edit & Sys-Ex Options: 48 tracks, real/step/punch record, sound-on-sound, MIDI file support, sync 


2 2 for Wi ndo WS (SMPTE, Midi Time Code, MIDI) edit (quantize/ cut/ copy/ paste/undo/ data filters/transpose), multi-port support, 480 ppq timebase, sys-ex-editor- 
librarian, patch names, banks & much more. 
PowerTracks Pro - JAZZDEMO.MID] 


MUSIC NOTATION: Enter/edit/display music in standard music notation. Intelligent/automatic features such as: correct beaming/tying of 
notes/minimize rests option/ “Jazz eighth notes” option (this automatically allows jazz swing eighth notes & triplets to be notated properly!!). Reads in 
any MIDI file & displays it as notation!! 

MUSIC PRINTOUT (ON ANY PRINTER!!): Print any track in standard music notation. Selectable staves per page and bars per line. Selectable 
margins and paper size. Portrait or landscape (sideways) printing. Titles, composer, style, copyright information. Make your own lead sheets! You can 
also print the piano roll window for even more detailed analysis of a track! 

Deluxe Windows Interface: Multiple Windows — staff roll, event list, tracks, bars, meter, tempo, piano keyboard, guitar fretboard. 

BUT POWERTRACKS GOES MUCH FURTHER... WITH EXCITING FEATURES NOT FOUND IN OTHER SEQUENCERS! 


V Enter/ print out chord symbols in notation &% Automatic drum tracks (100 drum styles included) W Reads in chord Symbols from Band-in-a-Box 
6.0 MIDI files W Patch caching for Gravis Ultrasound &% Comprehensive support for guitar (on-screen guitar, tab printout) & Built-in Roland Sound 
Canvas Editor #&% On-screen piano and guitar show notes as they're played W& Pro MIDI files included 


Our customers love PowerTracks!! Here are some actual comments from customers... 
"Killer software" "Unbelievable" "Intuitive and powerful" "Best MIDI program on the market" "I love the notation" 
"Incredible features & easy to use" "Other packages just don't compare" "Totally unbelievable — 1 love it!" 
- 


POWERTRACKS FOR DOS VERSION INCLUDED FREE 
Yes! We include the DOS version for free in the same package. REQUIREMENTS: PowerTracks for Windows - Windows 3.1, IBM Compatible AT, 386 or higher, 2mb RAM, Supports any device compatible with 
NOTE: The DOS version doesn't support music notation, Windows 3.1 including Roland MPU401, Music Quest MQX interfaces, Key Electronics MIDIATOR, SoundBlaster, AdLib, TurtleBeach, etc. 
or other graphical features. PowerTracks for DOS - DOS 3.3 or higher, 640K, XT/286/386 or better. MIDI interface (Roland MPU401, Music Quest MQX series, SoundBlaster MIDI 
EXISTING POWERTRACKS USERS CAN UPGRADE TO and FM sounds, Midiator, Roland SC7, Yamaha TG100) or Adlib/SoundBlaster compatible sound card. 


POWERTRACKS PRO 2.2 FOR ONLY $10 From PG Music... [he makers of The Jazz Guitarist, Band-in-a-Box, The Pianist, The Jazz Pianist 


For your PC Soundcard or MIDI system Phone orders: 1-800-268-6272 or (604) 475-2874 VISA/MC/AMEX/cheque/mo/po# Fax (604) 658-8444 
All for the amazing price of... e-mail address — Internet: 75300.2750@Compuserve.Com 


+ $5.00 Shipping & Handling per order ($10 outside USA/Canada) PG Music Inc. 266 Elmwood Avenue Suite 111 Buffalo NY 14222 
30 DAY Unconditional MBG G Music Inc venue Sui u 


PG Music announces... An Exciting New Music program for Windows, Macintosh & Atari! 


The New Orleans Pianist” 


This software makes it “too easy” to bea great New Orleans pianist! 


The New Orleans Pianist is a music program with a huge library of over 65 “New Orleans Style” piano music 
standards, played on MIDI keyboard by top New Orleans pianists Henry Butler, Jon Cleary, Tom McDermott, Joel 
ene Simpson & David Torkanowsky playing a wide variety of New Orleans, R & B, Blues & Ragtime piano music. 
Pearts was written by Jelly Roll Morton. Written FB 


in 1919 and dedicated toa wattens atthe Kansas BB INCLUDES: music trivia questions, “Guess the Song” game, program notes, pianist biographies (all on disk) & much more! 
ene cali When Soa considered this piece =| 
difficult he was referring less to its technical 

challenges than to the sesthetic task of making its 
contrasting strains make sense together, according 


LEARN HOW TO PLAY THE MUSIC: An on-screen piano keyboard shows you exactly what the pianist is playing. Slow down the piece, or step through 
it chord by chord. Learn the music “note-for-note” by watching the notes on screen. Load the MIDI files into your favorite programs for future study! 


PROFESSIONAL PERFORMANCES & CD-QUALITY: All pieces are complete performances professionally performed, recorded & saved as 
Standard MIDI files. All the pieces have been recorded in “real time” by top pianists on an 88 note weighted keyboard. They are never quantized or step 
recorded. You'll hear the music playing with CD quality through your sound card or MIDI system, just as if the pianist was in your home. 


ON-SCREEN MUSIC NOTATION, CHORD SYMBOLS & MUSIC PRINTOUT OF THE PIANO PARTS (WINDOWS VERSION ONLY!) 
OVER 65 FAMOUS NEW ORLEANS PIECES INCLUDING... St. James Infirmary, When the Saints Go Marching In, Down by the Riverside, Burnt 


Mouth Boogie, Creole Lament, King Porter Stomp, The Pearls, Bogalusa Strut, My Bucket’s Got a Hole In It, John Brown's Body, Margie, Charleston Rag, 
Maple Leaf Rag, The Entertainer, Raise the Rafters, Dirge for James Black and many more.... 


BACKGROUND PLAYBACK: Listen to the music while you work in other programs. The built-in Juke Box plays the music one song after another. Use 
the program for great background music, music for presentations, telephone on-hold, etc. 

SPECIAL SUPPORT FOR SOUNDCARDS & MIDI SYSTEMS: Includes a built-in mixer to change instruments, channels, transposition, volumes, 
panaing, tuning or other MIDI information. 

TRIVIA & GUESS THE SONG GAMES: Have some fun while you learn about New Orleans piano music. Test your knowledge with the Music Trivia 


Game (over 200 questions about the music, famous New Orleans performers & composers). In the “Guess The Song” game, the program 
plays songs at random for you to guess. Read memos about the pieces, or composer biographies as you listen. 


For your 


UNCONDITIONAL 30 DAY PC Soundcard or All for the amazing price of... Eye} + 6s 
MIDI system $10 outside 


MONEY BACK GUARANTEE From PG Music USA/Canada 
REQUIREMENTS: MACINTOSH 2mb memory, system 6 or 7, MIDI interface + synthesizer/ module with guitar, bass, rey Phone orders: 1-800-268-6272 or (604) 475-2874 
drums sound; 2mb hard drive space required. WINDOWS (IBM) 2mb RAM memory, Windows 3.1, SoundCard (Roland, VISA/MC/AMEX/cheque/mo/po# Fax (604)658-8444 
SoundBlaster, etc.) or MIDI system with guitar, bass, drums sound, 3.5" or 5.25" high density floppy disk, 2mb hard e-mail address — Internet: 75300.2750 @Compuserve.Com 


drive space required. ATARI 1040ST/TT/Falcon with floppy disk drive, mono or color PG Music Inc. 266 Elmwood Avenue Suite 111 Buffalo NY 14222 


GET 
GOOD. 


Someday 


Mm Maybe next year 
BH NOW 
Mm Never 


MUSICIANS INSTITUTE 


BASS INSTITUTE GUITAR INSTITUTE KEYBOARD INSTITUTE PERCUSSION INSTITUTE VOCAL INSTITUTE 
OF TECHNOLOGY OF TECHNOLOGY OF TECHNOLOGY OF TECHNOLOGY OF TECHNOLOGY 


OR WRITE TO MUSICIANS INSTITUTE FOR FREE INFORMATION, 
MUSCIANS INSTITUTE BOX 6263 HOLLYWOOD, CALIFORNIA 90028 THE TIME IS RIGHT ...NOW 


The Horrible Dream Competition 


n response to an invitation issued many 

moons ago in this column, a handful of in- 

trepid souls have bared their psyches and 
sent in their worst musical nightmares for your 
delectation. We applaud their courage, even 
as we prepare to split our sides laughing. The 
original request, you may remember, was for 
Horrible Dreams, but real life can be a night- 
mare too, and we make no apology for also 
including one or two Regrettable Incidents suf- 
fered by musicians in their waking life. These 
too have their humorous side, but more im- 
portantly, they pad the article out nicely. 

To help you understand these bizarre 
episodes and unravel the twisted, Freudian 
logic of some of the dreams, we have 
enlisted the help of a panel of eminent 
thinkers, psychologists, music critics, 4 
and other opinionated, big-headed bas- 
tards, who will give their expert analy- 
sis of each story. Some of you may 
think these sweaty tales are funny. “% 
Others may think it’s alla cheap ruse, 
to get Dave Stewart's readers to 
write his column for him while 
he spends yet another evening § 
at the local pub, boring the reg- @ 
ulars about how he used to play 4 
organ with Egg. To the former, we “™ 
say this: Don’t laugh. Itcouldhap- 
pen to you. To the latter, we issue this ™ 
plea: Shut up, before the editor finds out. 
[Ed. Note: What’s that?] 


Horrible Dream #1 (Franci De Franco, small 
town piano teacher) 

My dream starts with me at the most mon- 
strously large pipe organ | have ever seen — 
it was at least eight tiers high, and the bench 
was so low | couldn’t reach the keys. Above 
me, looking down, was a huge choir, | think 
it was the Mormon Tabernacle or that British 
one. It was an enormous venue — | believe 
it must have been Carnegie Hall, but a much 
bigger version — and it was full. The conductor, 
the choir, and thousands of people in the au- 
dience were looking at me, but | didn’t know 
what to play, and had forgotten my music. [Try 
“Louie Louie” — D.S.] | don’t even play the 
organ. The silence was deafening. | felt the panic 
attack beginning in the pit of my stomach, rising 
up into my lungs with the most deathly stage 
fright | have ever experienced, and | did what 
everybody else wishes they could do when 
they’re frightened to death — | shrieked 
‘Mom!!!’ She was there. She rushed up with 
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my music — the old books from my childhood 
with the gnomes on them. 


Horrible Dream #2 (Bill Bruford, drummer) 
| dreamed that | was Frank Sinatra — don’t 
laugh — and | was playing at the Royal Festival 


Hall, London. I’m feeling good, I’m relaxed... — 


the orchestra are happening, playing these Nel- 
son Riddle arrangements. 
Hey. Then | 


walk out on 
stage, and my mind’s a 
blank — it’s all gone. | can’t remember any of 
the words. It was terrible. . . . Carolyn [Bill’s 
wife] had to wake me up, | was shouting. 


Hans Van Bellinger, clinical psychologist, 
author of Stress and The Musician, writes: “Both 
dreams exhibit classic feelings of inadequacy, 
displacement, dislocation, and alienation. Stage 
fright and memory loss are every musician’s 
deepest fears, made worse in these cases by 
the ego’s refusal to stage the nightmare in a mod- 
estly sized venue — | mean, neither of these 
dreams takes place in the Willeseden Working 
Men’s Club, do they? The sentence, ‘I don’t even 
play the organ,’ in Mr. De Franco’s dream is 
very significant. The sufferer is placed in an un- 
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familiar situation in the full glare of the spotlight, 
and — harrumph, excuse me, | find this quite 
funny, they — ha! ha! — they, how do you say, 
‘make a hash of it.’ Ha ha ha!” 


Regrettable Incident #1 (from Sinfonietta mag- 
azine, U.K.) 

Health officials are to check the safety of 
large orchestras on tiered seating after a mu- 
sician came uncomfortably close to playing 
the last trump. A deafening blast on the klaxon, 
marking the climax of a modern German com- 
position called the “Scream of Death,” was fol- 
lowed by a crash as trumpeter Andy Store-Few- 

ings fell from the stage at Huddersfield Town 
Hall and tumbled unconscious into his 
orchestra’s string section. Mr. Store-Few- 
ings, aged 35, blamed his collapse and 
ten-foot tumble on excessive zeal: “I 

must have used a lot of breath hit- 
ting that top G# note and blacked 
out. The next thing | knew was 
finding myself on the floor be- 
hind the double bass, being com- 
forted by a woman colleague.” 


Reg Higginbottom, Chief Health & 
Safety Officer, Huddersfield City Council: 
“Safety is regularly checked at all Hudder- 
sfield music venues, but we will be looking 
carefully into this incident. We do sometimes 
get problems with brass players — hadn’t been 
at the bottle, had he? Ha ha! Only joking.” 
Edwin Duck, music critic, Sinfonietta mag- 
azine: “The ‘Scream of Death,’ the final opus 
of Heinrich Schtiltz’s ‘Skull’ trilogy, seems 
dogged by controversy and disaster. There was 
a riot at its premiere in Nuremberg, a fatal shoot- 
ing at its first performance in Paris — yes, the 
composer himself was shot, I’m afraid — and 
when it was performed in Cologne, the concert 
hall collapsed. It’s a foul work, and some say 
it's jinxed. Members of the audience regularly 
black out during the fortissimo passages, but 
this is the first time I’ve heard of a musician so 
afflicted. | say — off the record — heard the 
old joke? ‘Have you heard any Schtiltz?’ ‘No, 
but I’ve stepped in some!’ Wugh wugh wugh 
— not bad, eh?” (Readers having difficulty un- 
derstanding Mr. Duck’s clipped English accent 
will find subtitles on page 117.) 


Regrettable Incident #2 (Martin Brookes, gigging 
keyboardist, L.A.) 

My worst musical nightmare happened 
when | was in a backing band to a ‘name’ R&B 
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artist who’d been big in the ’70s and was mak- 
ing a comeback. The group consisted of two 
keyboard players (one of whom was me), bass, 
and drums. Normally, we were a tight, powerful 
unit, until one fateful winter's night in Augusta, 
Georgia. We'd been holed up in the same hotel 
for three weeks, and to relieve the boredom, 
the drummer (an old pro who could keep it 
in the pocket even after drinking a whole dis- 
tillery) decided to show the young keyboard 
player some of the more exotic ways of relieving 
road boredom. Observing the pile of empty 
bourbon bottles, the thick clouds of smoke bil- 
lowing from their hotel room, and the ‘piss holes 
in the snow’ where their eyes should have been, 
| predicted that we were in for a real interesting 
gig that night. 2 

We started the set and things went okay for 
a while, despite the fact that the other key- 
boardist had tuned his synths a quarter-tone out 
from mine. This caused the singer a few diffi- 
culties, but he just about managed to keep it 
together, though his panic-stricken expression 
betrayed his inner turmoil. The real trouble start- 
ed midway through the set, when we reached 
our show-stopper, a real sexy slow ballad that 
just drove the ladies wild. [sic] In this orgasmic 
epic, ‘name’ artist could really do his ‘name’ 
thing, singing ‘ooh yeah, honey!’ while the au- 
dience yelled back, ‘sing it, “name” artist!’ and 
called out his, er, name. Well, we took it down 
[D.S. Note: gigging musicians’ term meaning 
“to play quieter”] and we took it down some 
more, and we took it down a whole lot more. 
We took it down so far that the drummer fell 
into a near-coma and just sat there nodding his 
head and clicking his fingers, his body crumpled 
into a sort of sagging bean bag. Then suddenly, 
like a collapsed puppet having its strings yanked, 
he lurches upright and veers off like an automa- 
ton into the audience, fingers still clicking. The 
young keyboard player decides to follow his 
lead and also weaves off, fingers smulching, into 
_ the crowd. The bass player, normally a sensible 
fellow but overwhelmed by peer pressure, fol- 
lows suit, flashing me a doomed, ‘last lemming’ 
look as he does so. This is definitely not planned, 
and | see the ‘name’ artist’s eyes widen. With 
a deep sigh, thinking ‘oh golly’ (but not in those 
words), | do the ‘professional’ (i.e., stupid) thing 
and follow my finger-clicking colleagues offstage, 
leaving ‘name’ artist abandoned, singing for his 
life, a look of apoplectic horror on his face, his 
band off on a mission that every audience mem- 
ber shall click his or her fingers. So now all four 
of us are wandering round the club foolishly 
clicking out the beat. I’m dying, but the $20- 
a-head audience think it’s great, poor fools. The 
drummer is making new friends, the keyboard 
player is making friends no one else can see, 
the bass player is looking for the exit. Time has 
stood still in this club. Eternity stretches before 
me, an infinite road lined with finger-clicking 
pedestrians. The agonized interval between each 
finger click expands from seconds to decades, 
and my whole life flashes before my éyes. It goes 
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(to be continued) 


David L. Barg, author of the Halcyon Fre- 
quency™ Mega-Course: “To unlock your own 
Halcyon Frequency potential, simply send $900 
tO 

Dave Stewart, keyboard player, crap jour- 
nalist: “Oh, shut up. | was at that gig, and no- 
ticed nothing amiss.” 

David L. Barg: “If you'll just let me finish 


Buford P. Bullroarer, Chief of Police, Augusta, 
Georgia (interrupting, through megaphone): 
“Possession of cannabis is a crime under the 
‘Things You’re Not Allowed to Have’ Act of 
1922. Offenders face 25 years in jail and a 
$7,000,000 fine.” (Fade up police sirens.) 

Theophilus Q. Wildebeeste, soul singer: 
“Y’all shut up, y’hear? Those boys ruined my 
career. Stop laughing, it ain’t funny. I’ll be back. 
[Falls to knees.] Oooh, honey, yeah, you know 
| can’t live without your /urve. . . and I’m gonna 
sing it to the stars aburve. . . .” 

Tom Darter, harrassed editor, Keyboard mag- 
azine (shouting): | think we’ve had enough ex- 
pert analysis. Wheel in the next horrible dream, 
for God's sake.” 


Horrible Dream #4 (Mike Boyer, Saint John, 
Canada) 

Dear Dave, I’m sorry | didn’t enter your 
Horrible Chord Competition, as | don’t know 
any horrible chords. [Bloody goody-goody — 
D.S.] However, | do have two horrible dreams. 
Each dream occurred only once, but their hor- 
ribility remains undiminished in my mind. The 
first dream happened several years after | got 
my first poly synth, a Yamaha CS-60. [Cue sup- 
pressed giggling from readers.] In the dream 
| awake one morning and look across my bed- 
room to where the much-adored keyboard 
sits, only to discover a huge hole in the centre 
of the front panel as though a 20mm cannon 
had been fired through it! Oddly, there was 
no exit wound. 

The second dream was of a more musical, 
less violent nature. [Shouts of ‘shame’!] | am 
in the wings waiting to go onstage to audition 
for none other than Frank Zappa, and | am com- 
pletely unprepared. Not only do | not know 
how to play any of his songs, | have to audition 
with another keyboard player at the same time 
who, of course, has all his charts in perfect order 
and has technique streaming from every orifice. 
Damn. Well, the call is made, so out we go, 
and I discover that none of my gear will make 
a sound. Frank calls a tune and the other guy 
launches into it with gusto; meanwhile, I’m on 
my hands and knees under my rig trying to 
make it go, but it seems that all my cables have 
failed or something horrible has happened to 
the gear itself. The problem is never made clear, 
but | miss the entire audition, and surprisingly, 
do not get the gig. Damn. Thankfully, | awoke 
before Frank got to say a word. 


Mark Vail, author of Vintage Synthesizers: 
“Later models of the Yamaha CS-60 were ac- 
tually manufactured with a gaping hole in the 
centre of the front panel, in response to users’ 
complaints that it had ‘too many knobs.’ The 
exit wound, useful for extending an arm through 
the body of the instrument to reach a telephone 
or donut, is available as a retrofit from Silly Bug- 
ger Electronics of Santa Monica.” 

Dave Stewart, author of Your Daft Dreams 
Explained: “By a remarkable and eerie coin- 
cidence, these two dreams are identical to two 
of mine, down to the last detail. In the first, 
| dreamed that the enormous hole | hacked 
in my Prophet-5 with a scimitar in 1981 (it 
was a publicity stunt, one which | regret) has 
been miraculously healed by Mother Theresa 
of Calcutta. She smiles at me, and says, ‘Go 
on, Dave, play it — you'll find the oscillator 
tuning is a lot more stable now.’ | fall to my 
knees and kiss her feet, which are a bit smelly. 
In the second dream, | too am auditioning for 
Frank Zappa. | have my charts in perfect order, 
technique streams from my every orifice, | 
launch into a tune with gusto, and all my gear 
works perfectly. Frank is impressed, but the 
two of us can’t help but notice that, over on 
the other side of the stage, a keyboard player 
called Mike Boyer is making a bit of a prat 
of himself.” 

Hans Van Bellinger, author of Coincidence 
— That's Probably All It Is: “Ha ha ha! We have 
four very stupid dreams. It is bad to, how do 
you say, make a prat of yourself in front of Frank 
Zappa, yes? | think so. But to make a donkey 
of yourself in front of The Ramones — | think 
this is worse. Ha ha ha ha!!” 


There we must leave the mad, horrible world 
of Dave Stewart's readers’ psyches, as someone 
desperately wants the rest of this space to write 
something boring about computers or hard disk 
editors. However, do not despair — we’ll be 
back next month, same time, same place, with 
the concluding episode of the Horrible Dream 
Competition, including a charming amputation 
story from Down Under. Will Martin Brookes 
escape from Finger Clicking Hell? Is this the 
end of a perfect working relationship for Bill 
Bruford and Frank Sinatra? What's the difference 
between E.M.I. Records and the Titanic? Find 
out in next month’s Keyboard, the magazine 
which dares to pierce the veil of dreams. 
Dave Stewart lives in England, though it’s some- 
times difficult to tell because of the fog. He is 
actively engaged in music-making with his part- 
ner Barbara Gaskin, and you can write to them, 
though this is by no means obligatory, at the 
following address: Broken Records, P.O. Box 
4416, London SW19 8XR, England. Broken 
Records is a one-group (i.e., Dave and Barb) 
label with inadequate funding, so if you send 
them tapes, they won’t be able to release them. 
Sorry! They don’t mind listening to them, 
though. ... 


KeyDisk TERMINATOR™ 
is a Macintosh software 
package that gives licensed 
software users the capabili- 
ty to run any Original Copy- 
Protected Master Key Disk 
application without ever 
using the key disk again! 


$99 


Credit Card & 
¢.0:D. Orders 
Processed Same 
Day Received 


Unlimited application copies and launches » 
Take favorite key disk applications on the road 
without worry « No more down time due to lost 
installs or authorizations « No more deinstalling 
or deauthorizing before optimizing hard drives 
e Applications run smoother « No more system 
install conflicts or crashes due to installs or 
authorizations * Replaces all installs or autho- 
rizations back onto Original Copy-Protected 
Master Key Disks for safe keeping * KDT does 
not alter any proprietary codes on Original 
Copy-Protected Master Key Disks. 

Regain your rights to make backup copies of 
your own licensed software! 

KDT will not work with applications that require ‘don- 


gles' or 'keys' that are attached to the Macintosh 
ADB port. Must have at least one install left to use. 


iprirehaeiniacie urshan@netcom.com 


AppleLink/AOL: URSHAN__ 
FAX: (818 


901-WEEB 


At last! Samples for the Serious Musician. 


ard 
Si ~ MED THE 
In ision ESSENTIAL 


| All fresh material 
from the producers of LA Riot, 
the hottest selling hip hop 
sampling CD. Get 40 oz. of Phat 
Slammin’ Hip Hop with 
revolutionary and easy to use 
construction kits. The essential collection for rap, hip 
hop, old skool, R&B and acid jazz. Slammin bass 
wipes, all-original drum loops, killer construction kits, 
funkee guitar riffs. CD-ROM version available, $199. 


Call today for your free copy 
of the comprehensive Industry 
CD Sample Directory, listing 
more than 500 CD sampling 
and CD-ROM titles available 
for your sampler. 


The European 
underground experience set 

up in 60 construction kits. Like 

getting 600 tracks in one CD. 

Hundreds of loops, vocal hooks, 

synth riffs, and drum kits, plus 
10 Kalifornia ambient kits. All-original license-free 
samples from top dance producers. You need these 
Slammin’ hip songs. 


ae Man? Pieistes at an 

Exhibition? Tarkus? At last, 

Keith Emerson releases his 

precious Moog and Hammond 

samples for your use. Re-create 
the past or experiment with the future using Keith's 
Classic and previously unreleased licks. You can’t get 
these settings anywhere but here. 


Six new CD-ROMs for only $99 

“= each are now available. 

“" InVision’s library of flawlessly 
"eg recorded digital samples has 
A been reformatted and organized 

Be for your Ensonig 16-bit sampler. Choose from these 
: new CD-ROMs: Orchestral, Ethnic, Pop/Rock, 
: ae es, Dns. and Percussion. 


ENSONIQ INQUIRIES CALL 1-800-553-5151 


The ultimate 

dance collection from the 

producers of LA Riot. Get 74 

minutes of the freakiest new 

beats. Progressive house, deep 

house, trance & tribal, jungle 
te cree acid. All new content with matching keys 
and BPM for each 5 consecutive construction kits. 
Make up 1000s of combinations. CD-ROM version 
available, $199. 


These two hip hop discs turn 
your sampler into the phunk 
machine of the new generation. 
Everything you need to make the 
fattest, slamminest tracks. LA 
Riot 7 is the complete Du f/x kit 
from 7 underground masters. 
You get 100 rare groove construction kits on LA Riot 2. 
Both include 74 minutes of license-free samples 


The ultimate search and 
retrieval manager for all 
Digidesign SampleCell and 
Macintosh-based audio tools. 
Take audio CDs and turn them 
into AIFF files via SCSI CD- 
ROM. You'll never have to 
navigate the Mac file system again! Makes administra- 
tion of large sound libraries a breeze. 


a Mike Pinder, founder of the Moody 
t Wass offers original Mellotron and 
NEE samples from the 
archives. “InVision’s Mellotron 
sounds have more character and 
personality than those from the synth.” 


var 


~Keyboard magazine, 11/94. King Crimson, Genesis, 
the Beatles and Rick Wakeman created some of the 
most well-known songs in the world with these sounds. 


An awe-inspiring 

collection of the most 

popular samples from the 

Original 5-disc Virtual 
symphony library. Looped samples come complete 
with composer banks for loading and playing ease. 
Compose and create your score. 


This loop CD is dedicated to 

rock and pop loops. Everything 

played live by Sweden's Roxette. 

The most flexible drum loop CD 

ever with tempo sets, inspiration 

grooves, and individual hits for 
flow and natural feel. Most loops in stereo dry, stereo 
ambience, and mono dry. 


Loops from Africa, the 

Middle East, Japan, India, 

Brazil, Jamaica and Cuba. 

Loops from rituals, Sengalese 

talking drums, dumbek, carnival 
samba styles, reggae fills, voodoo trance rhythms and 
more. These hybrid loops combine styles from all over 
the world. CD-ROM version available, $199. 


Seldom heard Scandinavian and 

European folk and historical 

instruments. 2 dise collection 

of instruments from the Middle 

East, Near Asia, Central Asia, an 
Indian chapter, plus forays into Africa, the Far East, 
Australia, and South America. Loops, riffs, slides, 
chords, scales in various keys and tempos. Never been 
done before! CD-ROM version available, $199. 


ie The response has 
been overwhelming to 
these ultimate piano samples. 
Gene Ort of Gene Michael 
Productions said, “This is truly 
the best | have heard!” A 
stunning 9 ft. Bossendorfer and a brilliant Yamaha C7 
sampled with a patented new 3D technique. In 8, 16 
and 32 MB banks on all guiness 


800. 468. 5530 
InyV ision 


INTERACTIVE 
2445 Faber Place, Suite 102 Palo Alto, CA 94303 


International customers: 415.812.7380 
Fax orders: 415.812.7386 


Credit card orders must include card number and expiration date. Mail 
orders must be pre-paid by credit card or money order in US dollars. 
Shipping and handling: $4.75 ground or $9.75 next day air. Alaska, Hawaii, 
Canada $10; other countries $20. CA residents only add 8.25% sales tax. 


Chicago Hope — The Operation, Part 1 


ast month, we talked about how the 
iL ie music to the TV series Chicago 
Hope was created and realized. So, 
now that the first 47 seconds is taken care 
of, what about the rest of the music that must 
be written for the show on a weekly basis? 
I’ve been scoring Chicago Hope for a few 
months now, and | thought it would be in- 
teresting to take you 
through the paces | go 
through each week in com- 
posing and recording the 
underscore for the show. 
Those who have read 
my column for a while (and 
| don’t just mean slowly) 
may recall another TV se- 
ries | did for a couple of 
years called Homicide: Life 
on the Street. The produc- 
tion for that show moved 
entirely to New York, and 
they wanted a more local 
composer on the job (I’m 
doing time here in Los An- 
geles). Hope is a study in 
contrasts compared to the 
schedule, musical style, and 
process of doing Homicide. 
The main concern of 
Hope's producers was for 
the emotional aspects of the 
story to come across very 
clearly in the music. Aside 
from the life and death moments in the op- 
erating and emergency rooms, much of this 
show is about the relationships of the main 
characters and how they deal with the pres- 
sures and ethical dilemmas that come up in 
each story. This was important to remember 
in devising the approach to the music. For the 
sake of consistency, the style and instrumen- 
tation of the main title (which | did not write, 
but worked very closely on with composer 
Mark Isham) was an important factor. Finally, 
there were conversations with the show’s pro- 
ducers who, though not able to speak in spe- 
cific musical terms (“I think | hear an oboe 
here”), had some very definite ideas of what 
they wanted the music to do. My job is to give 
the producers what they want emotionally, 
while using my musicianship to achieve it. 


For Chicago Hope, that meant very little 
use of (dare | say it) keyboards (yikes!). As 
they say on MTV, this show is for the most 
part “unplugged.” Samples and synths simply 
cannot convey the necessary emotion, at least 
not to the makers of the program. While | 
could certainly take a stand to the contrary, 
there is no point in it. 


MEDIA VENTURES 
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Fig. 1. Track template for the synth parts of a Chicago Hope cue. 


Good musicians playing traditional in- 
struments have a feel that is unique and valu- 
able. Which is not to say | don’t use my MIDI 
gear to its full advantage, | just do so with 
a light and restrained touch. The blend, about 
80% live players, works well for everybody. 
The lineup varies from show to show depend- 
ing on what | write, but the basics of the 
ensemble are strings (usually eight players 
— three violins, one viola, four celli), nylon- 
string “classical” guitar, trumpet, and piano. 
I’ve used woodwinds and vocals on a few 
episodes as well. | use my MIDI stuff for bass, 
percussion, synth pads, some analog-esque 
arpeggios, and the occasional odd tension 
and angst-filled weirdo sound (and boy, | love 

m). Because | deliver a demo of each cue 
| write to the producers for their approval, 


TAC START: 
TAC END: 
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| sequence all the parts, including those that 
will eventually be played live. So | also have 
samples of strings, guitar, trumpet, and voice, 
along with my much-loved Roland MKS-20 
piano module. The percussion is pretty eclec- 
tic. | created some percussion sounds on my 
analog synths and sampled the results. | also 
have loud and soft timpani, a set of orchestral 
percussion (gongs, 
cymbals, bass drum, 
snares, triangle), 
marimba, trash per- 
cussion (big hits made 
in an underground 
parking garage for 
maximum impact), 
shakers, some ethnic 
drums of various 
types, jazz brushes, 
and a few other mis- 
cellaneous noises. 
Okay, so | like percus- 
sion. | don’t use them 
all at the same time. 

| sequence every- 
thing. There’s just no 
time, nor desire, to use 
paper. | hire an 
orchestrator to take my 
sequences and tran- 
scribe them for the en- 
semble each week. I’d 
do it myself, but there 
is no time. | create 
every note on the computer. Opcode Studio 
Vision, my sequencer of choice, prints out 
imperfect but useful scores that the orches- 
trator uses to create the final score by hand. 
| also give her a cassette so she can hear my 
articulations and dynamics, which do not 
get transcribed. She comes to each recording 
session with a score from which | conduct, 
along with parts for all the musicians. Oc- 
casionally she will devise some lines of her 
own, based on a piano or other part she hears 
on the tape, and throw it into the string sec- 
tion. These touches are often wonderful and 
add some spice to my arrangements. There 
is nothing like collaboration. 

| often think that the software industry is 
trying very hard to convince us that with the 
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NE Ww! ! Additional features in Windo\ ws version 6. 0 
Band-in-a-Box 6.0 for Windows breaks new ground with over 50 new features... 

STANDARD MUSIC NOTATION and leadsheet printout of chords, melody and lyrics. Enter your 
songs in standard notation & print out a standard lead sheet of chords, melody and lyrics. 
Make your own fakebook! 


| AUTOMATIC HARMONIZATION. You can select from over 100 harmonies to harmonize the melody 
| track, or harmonize what you play along in real time. Play along in “SuperSax” harmony, or 
harmonize the melody with “Shearing Quintet”. Create your own harmonies or edit our harmonies. 


OUR CUSTOMERS LOVE THE VERSION 6 FOR WINDOWS UPGRADE... 


“Wow !!... Version 6.0 is marvelous ... | love the notation and harmonies ... this is so much fun... 
.- YOU ve added everything / wanted ... the lead sheets look great . Bravo! _ Congratulations” . 


BAND-IN-A-BOX PRICES 


NEW CUSTOMERS (IBM/Mac/ Atari) 

Band-in-a-Box PRO 

(BONUS! IBM version now includes both Windows & DOS version for the same price!) 
ADD-ONS 

Styles Disk #4 

Styles Disk #5 

MIDI-FakeBook (100 songs on disk) 

SUPER PAK (Pro version + all 3 add-ons) 


UPGRADES 

“Regular” Upgrade PAK to version 6.0 for Windows 

This includes version 6.0 Windows upgrade + new Styles Disk #5, and Harmonies Disk #1. 

Order this if you already have the IBM Band-Box PRO version 5 or PRO version 1.0 for Windows. © 
“Complete” Upgrade PAK to version 6.0 for Windows 

In addition to the regular upgrade PAK, this includes the 100 styles in the PRO version, and 

Styles Disk #4. Order this if you have an older version of Band-in-a-Box or a “bundled version”, 

or are crossgrading from the MAC or ATARI version. 


HELP! | Forgot to send in the Registration Card, but | want to upgrade now!! 
No problem. Since the upgrade checks for any previous version of Band-in-a-Box, you can order 
the upgrade even if you forgot to register! 


NOTE to DOS/MAC/ATARI Users: We're developing Band-in-a-Box version 6.0 
upgrades for DOS/MAC & ATARI users. alee: ll oo: ina us months. 


Fron BG Ausie:.. Makers of The Jazz Guitarist, PowerTracks, The Pianist PG MUSIC INC. 
t PHONE ORDERS: 1-800-268-6272 . 1-604-475-2874 266 Elmwood Avenue Suite 111 Buffalo NY 14222 
ee ee FAX 1-604-658-8444 (to hear recorded demo 1-604-475-2954) E-MAIL ORDERS: Internet:75300.2750@compuserve.com 


Hot new software programs created by PG Music! 


WINDOWS e MAC « ATARI @ DISKLAVIER * SOUND BRUSH 


Each program contains a huge library of piano music performed by world class pianists, 
PLUS memos, trivia questions, biographies, Guess the Song games & more. These 
programs are ideal for learning to play piano, or for listening to as background music 
while you work in other programs. The Windows versions also display and print standard 
music notation & chord symbols for the pieces. They are all available for WINDOWS, MAC 
& ATARI, & are also available in Yamaha Disklavier & Roland SoundBrush format. 
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THE PIANIST... OVER 200 OF THE WORLD’S MOST POPULAR CLASSICAL $4 3 
PIANO PIECES, PERFORMED BY WORLD CLASS CONCERT PIANISTS! 


Moonlight Sonata, Sonata Pathétique, 

Minute Waltz, Claire de lune, Mephisto Waltz, 
Hungarian Rhapsody, Fantasie Impromptu, 
Military Polonaise... & over 200 more!!! 


PLUS... Music Trivia Game, “Guess the 
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Song’, Program Notes, Biographies, Music |r 


Dictionary (all on disk) & much more. 


OUR CUSTOMERS LOVE THE PIANIST... 
“Incredible... amazing... terrific... masterful... 
fabulous... love it... my favorite program!” 


Tchaikovsky 
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Volume I! upgrade - $49 (requires The Pianist) © first time purchase: Volume 1 & 2 - $98 


-Turn your Pianist into a “SUPER PIANIST” with Volume 2!! We’ve recorded 200 more fabulous 
pieces for Volume 2. There are new program notes, new biographies and improved listings. If you 
thought the quality of the performances was great in the original Pianist program, just wait until you 
hear these new world-class, live piano recordings — you'll have endless hours of listening pleasure! 


$49 


Over 65 “New Orleans Style” piano music standards, played on MIDI 


keyboard by top New Orleans pianists Henry Butler, Jon Cleary, 
Tom McDermott, Joel Simpson & David Torkanowsky playing a 
wide variety of New Orleans, R & B, Blues & Ragtime piano music. 


St. James Infirmary, When the Saints Go Marching In, Down by the 
Riverside, Burnt Mouth Boogie, Creole Lament, King Porter Stomp, The 
Pearls, Bogalusa Strut, My Bucket’s Got a Hole In It, John Brown's Body, 
Margie, Charleston Rag, Maple Leaf Rag, The Entertainer, Raise the 
Rafters, Dirge for James Black and many more.... 
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THIS PROGRAM MAKES IT 
“TOO EASY” TO LEARN TO BE A 
GREAT JAZZ PIANO PLAYER! 


Top jazz/studio pianists play 60 jazz standards in a wide variety of styles. 


Hear the music with CD-quality through your sound card or MIDI system. Most pieces have 
bass/drums as well as piano so you get a full sounding jazz trio for the tunes! Jazz Trivia 
Game & Guess That Song Game, Program Notes, Biographies & Music Dictionary (all on disk). 


NEW! The Jazz Pianist Volume 2 


Volume II upgrade - $49 (requires The Jazz Pianist) ¢ first time purchase: Volume 1&2 - $98 
60 more fabulous jazz standards for Volume 2, complete with new program notes and biographies! 


nh AZZ PIANIST 
| 


from PG Music Inc. 


The Ragtime Pianist" 
eee =asq Over 90 ragtime & early jazz piano standards, Ye dd on 
J e 


MIDI keyboard by top Ragtime Pianists... and featuring 
world-renowned Ragtime performer JOHN ARPIN! 


Hear virtuoso performances of every Joplin rag in this program, as well 
as many other rags, CakeWalks, waltzes & other Ragtime Era tunes by 
Eubie Blake, Joseph Lamb, Daniels and, of course, Scott Joplin. 
HEAR... The Entertainer, Maple Leaf Rag, Chevy Chase, Easy Winners, 
Elite Syncopations, Fig Leaf Rag, Pineapple Rag, etc. (total of 34 Scott 
Joplin Rags), Indiana, Meet Me In St. Louis, St. Louis Blues, Bill Bailey, 
For Me and My Gal, & more... 
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REQUIREMENTS FOR ANY OF THE PROGRAMS: 
IBM (DOS versions) require 640K, MPU401/ 
MIDIATOR/SoundBlaster/SC-7, TG100 


WINDOWS versions require 2mb RAM 
+ any soundcard or MIDI interface 


MACINTOSH versions require 2mb RAM, system 6 or 7 
ATARI versions require 1040ST or better 


“Solid sequencing at an unbelievable price” Electronic Musician Sept. 93 


A music program containing a huge collection of over 60 jazz standards, 
played on MIDI guitar by top jazz/studio guitarist Oliver Gannon 


RECORDED IN REAL-TIME ON A MIDI GUITAR! the | (AZ FL 0 \e 
Hear the music with CD-quality through your sound card O 
or MIDI system. Most pieces have bass/drums as well as from ©G Music tac. 


guitar so you get a full sounding jazz trio for the tunes! 


LEARN TO BE A GREAT JAZZ GUITAR PLAYER! 
On-screen fretboard shows you exactly what notes & chords are being played on the guitar. Slow down the 
performance or, better still, step through the music chord by chord, so you can learn every note as it's played! 


PLUS MANY MORE FEATURES... 
Jazz Trivia Game & Guess That Song Game, Program Notes, Biographies (all on disk) 
Over 60 Top Jazz Standards with Complete Guitar Arrangements 
Listen to the music while you work in other programs 
Special support for Roland GS or General MIDI Modules 
Standard MIDI files can be copied & used in other programs or presentations 
Use your existing sound card or MIDI synthesizer 
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NEW! Music Printout! 
PowerflracksPro $29 


SEQUENCER/NOTATION/PRINTING FOR WINDOWS (IBM) 


PowerTracks Pro 2.2 is a professional full featured MIDI sequencing, notation and 
printing program, and is so easy to use! And we include versions for Windows 3.1 
AND DOS, so you'll be able to use PowerTracks PRO on all of your machines! 


PRO RECORDING, PLAYBACK, SYNCH, EDIT & SYS-EX OPTIONS 
48 tracks, real/step/punch record, sound-on-sound, MIDI File support, sync 
(SMPTE, Midi Time Code, MIDI) edit (quantize/cut/ copy/ paste/undo/data 
filters/ transpose), multi-port support, 480 ppq timebase, sys-ex-editor- 
librarian, patch names, banks & much more. 
MUSIC NOTATION 
Enter/edit /display music in standard Music notation. Intelligent/automatic 
features such as: Correct beaming/tying of notes/minimize rests option/“Jazz |; 
Eighth notes” option (this automatically allows jazz swing eighth notes & triplets |; 
to be notated properly!!). Reads in any MIDI File & displays it as notation!! ; 
MUSIC PRINTOUT (ON ANY PRINTER!!) : 
Print any track in standard music notation. Selectable staves per page, and bars |: 
per line. Selectable margins and paper size. Portrait or Landscape (sideways) 
printing. Titles, composer, style, copyright information. Make your own lead 
sheets! You can also print the piano roll window for even more detailed analysis of a track. 
DELUXE WINDOWS INTERFACE 
Multiple Windows — Music Notation, Staff Roll (piano roll), Event List, Tracks, Bars, Meter, Tempo, Piano keyboard, Guitar fretboard. 
BUT POWERTRACKS GOES MUCH FURTHER... WITH EXCITING EXCLUSIVE FEATURES! 
 Enter/print out chord symbols in notation ¢/ Automatic drum tracks (100 drum styles included) Reads in chord symbols from 
Band-in-a-Box 6.0 MIDI files Patch caching for Gravis Ultrasound */ Comprehensive support for guitar (on-screen guitar, tab 
printout) Built-in Roland SoundCanvas editor / On-screen piano & guitar show notes as they're played Pro MIDI files included 
POWERTRACKS FOR DOS VERSION INCLUDED FREE. Yes! We include the DOS version for FREE in 
the same package. NOTE: The DOS version doesn’t support music notation, or other graphical features. 


XISTING POWERTRACKS USERS CAN UPGRADE TO POWERTRACKS PRO 2.2 FOR ONLY $10. 


66 $15 


Tired of reading hype about sound cards? We’ve recorded the 30 top 
sound cards & General MIDI modules on an audio cassette. 


Forget all the hype and have a listen to the cards yourself — you'll know right away which one is for you. 
INCLUDES: Roland, Turtle Beach, SoundBlaster, EMU, Kurzweil, Yamaha, Korg, Kawai & many more. 


(This is a regular cassette for your home stereo tape deck — no computer required.) 


Multi MPU401 Driver for Windows $19 


Windows driver that allows 10 programs to use the MPU401 at the same time. 


SC-PRO Editor for Windows $29 


mixing/editing of every feature of the Sound Canvas and other Roland GS cards/modules. 


Roland Sound Canvas module (SC50) $499 


Newest, best sounding Sound Canvas ever (includes PowerTracks and SC-PRO Free). 


Roland SCC1 card $349 
Sound Canvas and MPU401 on a card for IBM (includes PowerTracks and SC-PRO Free). 


& PHONE ORDERS: 
1-800-268-6272 o 604-475-2874 


VISA/MC/AMEX/cheque/mo/po# Fax 604-658-8444 Recorded Demo 604-475-2954 


Add $5.00 Shipping/Handling per order ($10 outside USA/Canada) 


OPEN LATE NITE: 9 am - Midnight EST 
e-mail address — Internet: 75300.2750@Compuserve.Com 


PG Music Inc. 
266 Elmwood Avenue, Suite 111, Buffalo NY 14222 


30 DAY UNCONDITIONAL MONEY BACK GUARANTEE ON ALL PRODUCTS 
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ast month we began taking “Body and 
L: apart by experimenting with two- 
and four-voice settings of the melody. 
Now we’re ready to explore two more ele- 


ments: harmonic variation and linear motion. 
Exploring new harmonic possibilities with 


familiar tunes not only keeps them fresh, but 
also expands your knowledge of harmony 
and liberates you from the questionable au- 
thority of fakebook changes. One of the most 
effective ways to come up with your own 
harmonic options is to construct a “chord 


Stretching the Harmonic Fabric 


grid.” Example 1 shows a chord grid for the 
first four measures of “Body and Soul.” On 
the top line I’ve written the original changes, 
and a harmonic variation of the basic changes 
on each of the succeeding lines. (You needn’t 
limit yourself to only three sets of variations, 


Ex. 1. The chord grid. Write the basic changes on the top line, then write as many sets of harmonic variations as you can think of underneath. 


Basic Changes : Ebm7 Bb7b9  : Ebm7 Ab7 PDB cz : Db/F Edim 
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a / | ed / / a7 ay LY Py Laksd 
i Aran ae aT aT TO a Ls eh ee re: 
ey / / ep y ey, aes // a / / 
Set 3 ELm7 Ddim : Ebm7/Db Ab7/C Db/Ab Gb/Ab so Fm7 Bbm7 Em7 A7 
/ / pef fe] hf fil // pens Papo f 
Ex. 2. Arpeggiating the Set 1 changes in eighths. 
ELmg Bb7}9 ELm7 D7aug9 Dbmaj G7  Gb7 Fm7 Em7 A7 


Ex.3. Set 1 changes, arpeggiating with different inversions. 


Ebmg Bb7}9 ELm7 Gb? 


G7aug11 


Dbmaj 


ELm9 Bb7}9 


Dbmaj G? Gb7 Fm7 Em7 A7 
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Turn On. Play 


but you don't need all those pro-level features, then you should 


get into Cakewalk Home Studio™. 


Cakewalk Home Studio is a great way to start exploring the world 


of music and computers. 


Once you turn it on, you'll find many of the 
essential recording and editing tools that are 
part of the award-winning Cakewalk 

Professional™ software. 


Ane oi 


opeseca- eal 


Cakewalk Home Studio has everything you need to start 
creating music with your PC: 256 tracks; Staff, Piano 
Roll, and Event List views; a 16-track Faders view; and 
high-quality notation printing. 

The Home Studio edition also plays back digital audio 
wave files on Windows-compatible sound cards. So you 
can add sound effects or voice directly into your MIDI 
sequence. 


And when you think you're ready, expand your MIDI 
experience by upgrading to Cakewalk Professional. 
Although its a more advanced sequencer, Cakewalk 
Professional includes all the views and commands found 
in Home Studio. So making the move to the 
Professional edition will feel natural. 


It's that simple. If you want a great MIDI sequencer for Windows, 


Track/Measure 


2. 12/7 \Slap Bass 2 


ee Oa RIE 
10/110 |Hammond Organ __| 
tO --- -none- 


In. Print Out. 


- Cakewalk 


me 


¢ 256 tracks 

¢ Real-time and step recording 

¢ Track/Measure, Piano Roll, Event List, Staff and Controller views 
¢ Faders for volume, pan, and reverb 


¢ Drag-and-drop editing 
¢ Fyent Filters for criteria edits 


¢ Graphical tempo map 
¢ Meter/key map 

¢ Markers for organizing song parts 

¢ Plays wave files on Windows sound cards 

¢ Displays General MIDI, other instrument patch names 
¢ Prints up to 16 staves per page 


: 
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So drop into your local music or computer store, and tell 
them you want to get started with Cakewalk Home 
Studio. For the name of an authorized Cakewalk dealer 
near you, call Twelve Tone Systems at 


Demo pack for just $5. Call today and get a free copy 
of the Twelve Tone Systems customer newsletter, 
QuarterTone, while supplies last. 


Twelve 
Tone 


Be a ee a ae 
P.O. Box 760, Watertown, MA 02272 


Cakewalk, Cakewalk Home Studio, Cakewalk Professional and Twelve Tone Systems are 
trademarks of Twelve Tone Systems Inc. Other products mentioned are trademarks of 
their respective manufacturers. 


In order for Keyboard to provide you with the 
best in Subscriber Service, we have compiled 
the listing below to help answer any of 
your service related questions. 

Please clip and save for easy reference. 


SUBSCRIPTION SERVICE 
For all subscription inquiries regarding 
billing, renewal, or change of address: 
Call Toll-Free 
1-800-289-9919. 
(CO residents and outside the U.S. 
use 1-303-447-9330.) 

Your mailing label will come in handy when 
speaking with our Customer Service 
Representatives. To order new or gift 

subscriptions, please send your request to: 
Keyboard 
P.O. Box 58528 
Boulder, CO 80322-8528 


MOVING? 

Please try to give us four to six weeks notice to 
ensure uninterrupted service. Subscriptions 
are not forwarded unless requested. 

Be sure to include your old address, 
your new address, 
and the date you'll be at the new address. 
Attach your mailing label showing your 
old address and account number — 


this is always helpful. 


DUPLICATE COPIES? 
Duplicated copies can occur when there is a 
slight variation in your name and address. 
Please send both mailing labels when 
notifying us of duplicates. Be sure to 
tell us which address you prefer. 


JUST MADE A . PAYMENT ~ 
BUT STILL RECEIVING 
BILLING AND RENEWAL NOTICES? 
A notice could have been generated just prior 
to your payment. If you have just made a 
payment, please ignore recent notices. . 
It is most likely they have 


crossed in the mail. 


MAILING LISTS 


From time to time we make our subscriber list 


available to carefully screened companies 
whose products may be of interest to 
you. If you would rather not receive 
such solicitations, simply send us 
your mailing label with a 
request to exclude your name. 


OTHER PUBLICATIONS 
Miller Freeman, Inc. also publishes: 
Guitar Player, Bass Player, and Best of 

Guitar Player. Please write to us for 
information on our full line 
of publications. 
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of course.) Start simply and work your way 
up to more ambitious variations. 

An easy first step is to make tritone sub- 
stitutions, switching a bII7 for a V7 chord, 
as in measure 2 and 3 of Set 1. Interpolating 
chromatically slipping sets of IIm7-V7s lends 
a feeling of distant harmonic motion, as in 
measure 4 of Sets 1 and 3. A pedal point con- 
nects a series of chord changes over a com- 
mon bass note, as in measures 1, 2, and 3 
of Set 2, and measure 3 of Set 3. Making a 
dominant 7th chord into a 9th or suspended 
7th chord changes the quality of the chord, 
as in Set 2, measures 3 and 4. 

The simplest way to apply these harmonic 
ideas to linear improvisation is to arpeggiate 
the harmonies, which will also improve your 
piano technique. Start with eighth-notes (see 
Ex. 2 and 3), and gradually work your way 
up to eighth-note triplets and then sixteenths 
(Ex. 4). Keep your left hand accompaniment 
sparse, play roots and 7ths or 10ths if you 
can reach them, to keep a relaxed flow. 
Arpeggiate and improvise through each set 
of changes from beginning to the end. Don’t 
stop if you make a “mistake;” part of the art 
of improvisation, as well as part of the fun 
of playing, is to play yourself into a corner 
and figure out a way to keep going. Turn mis- 
takes into experiments; things you’ve never 
tried before. Then mix and match sets, playing 
the first two bars from Set 1, the next two bars 
from Set 3, the next four bars from Set 2, and 
so on. This will sharpen your ability to thread 
the needle through changes. 

For inspiration when seeking new harmon- 
ic frontiers, listen to pianists who have a good 
command of harmony, such as Tommy Flana- 
gan, Bill Evans, Wynton Kelly, George Shear- 
ing, and Herbie Hancock, to name but a few. 
The study of harmony is endless, but if you 
discover one new way each day of getting 
from here to there, the applications you will 
find are numerous. E 
Grammy-nominated jazz pianist and com- 
poser Fred Hersch has recorded a solo piano 
version of “Body and Soul” on his CD, Live 
At The Maybeck, Volume 31 (Concord). 


SINGERS! 


REMOVE VOCALS 
FROM RECORDS AND CDs! 


SING WITH THE WORLD’S BEST BANDS! 
An Unlimited supply of Backgrounds from standard 
stereo records! Record with your voice or perform live 
LT the Souda Da Free Brochure / Demo Record. 


Sound, Dept.KB-2, 7980 LT Parkway 


ei GA 30058 (404) 482-4724 
Manufactured and Sold Exclusively by LT Sound 
404) 482-2485 


HOUR PHONE DEMO LINE: 


<q continued from page 115 
right hardware and software we can do every- 
one’s job, from editing picture to mixing the 
final soundtrack. But there is no time for this 
in the reel world. And it doesn’t allow for 
the wonderful symbiosis and fun of working 
with other talented people who do their jobs 
better than you might. There are exceptions 
to this of course — there are artists who can 
do amazing things on their own with enough 
time and resources. Some art is best when 
left as a personal statement by one person. 
Other types of art (and I use the word “art” 
here quite loosely), such as film and tele- 
vision, work because of the collaboration 
of a group of gifted (and | use that pretty 
loosely as well) craftspeople who do their 
respective things. The best use of technology 
is to assist in the collaboration process itself, 
so that we can exchange ideas and materials 
easily, regardless of our choice of tools or 
working practices. But | digress. 

| have my template of sounds, my “orches- 
tra,” which | use each week for the score. | 
may add some new sounds from time to time 
for a special moment or new idea, but the 
basics are the same each time — only the 
notes have been changed to protect the in- 
nocent. Another constant factor is the mix. 
In order to make everything go smoothly, | 
have a “mix template” on my mixing console. 
For the most part, | have all the faders set in 
a perfectly straight line from one end of the 
board to the other. | make all my volume 
changes right in the sequencer using MIDI 
volume control. This way, composing and 
mixing the score are virtually the same thing, 
which is a big time-saver. | have also started 
to premix many of my synths when going to 
tape. In the past | would try to keep each in- 
strument on its own track. | have devised a 
track template, which I use on every cue on 
every episode (see Figure 1, page 115). The 
synths are recorded to 16 tracks, using a pair 
of Tascam DA-88s. By keeping to this track 
layout, we can mix the music very quickly. 

Once the synths are on tape, | have but 
to add the live musicians, and mix them all 
together, with only minor changes to the levels. 
This efficiency does not seem to compromise 
flexibility or sound quality, so why not? 

Next month, a time line of the events 
that go into making these scores happen. 
Until then, remember: To err is human; to 
moo, bovine. E 
Jeff Rona is a composer and synthesist in 
Los Angeles. He was chairman of the MIDI 
Manufacturers Association for five years, and 
coordinates the UCLA Extension Electronic 
Music Program. In his spare time he has 
scored the music for Homicide, Chicago 
Hope, and other TV shows and films. 


CALL THE SPIN DOCTOR! 


Wi: Steinberg ReCycle! you can put your 


own spin on any drum loop. Turn it from 
what it is to what you want it to be! 
Create countless variations from a single 
loop and control it from your sequencer. 
Fill a song with LIFE, not repeats! 


GrooveMatch, ReVoice, re-invent! 
ReCycle! does it all for you. 


What ReCycle! does for you: 


ReCycle! turns sampled loops into 
individual slices and transmits the slices 
to your sampler, automatically mapped. 
Simultaneously it creates a MIDI file, that 
represents the rhythmic placement of each 
event. ReCycle! opens up a whole new 
world of possibilities: 


e Groove Control. ReCycle! creates a 
Groove MIDI file from your audio loop. 
Quantize any of your music to the feel of 
any loop! Or use the power of quantization 
to change the feel of any loop. With 
ReCycle! you can quantize audio to MIDI 
and MIDI to audio! 


¢ Tempo Control. Change the tempo of 
the MIDI file and you've changed the 
tempo of your audio loop! The MIDI file 
triggers individual slices, so there is no 
change in pitch or feel at the new tempo. 
ReCycle! fits any Loop to any tempo. 


¢ Pitch Control. Once the slices are in 
your sampler, you have complete pitch 
control without affecting the tempo or 
feel of your loop. Great for guitar riffs or 
other loops with pitch. ReCycle! makes 
audio loops fit the pitch of your song! 


¢ Re-Arrange it. Remove the snare or add 
an extra kick drum. Just change the order 
of the events in your MIDI file or add some 
- and the audio changes, too! With 
ReCycle! you can completely re-arrange 
your loop. 


¢ Separate Outs. Send an individual sound 
within a Loop to a specific sampler output 
for processing. So you can add Reverb to 
just the snare or add extra bottom to the 
kick or... 

ReCycle! splits the sounds for you! 


e ReVoice. With ReCycle! you can change 
the sounds within your loop. Change the 
snare or change the kick and keep the 
original feel. ReCycle! gives you sound 
control! 


e ReMix. ReCycle! can change the mix of 
any loop. Remix the relative volumes of 
each slice. ReCycle! gives you level control! 


ReCycle! is available for Macintosh™ now - and 
soon for Windows. 


For more information: Steinberg/Jones 
17700 Raymer Street, Suite 1001, Northridge CA 91325 
Phone: 818-993-4091 © Fax: 818-701-7452 


SUPPORTS: Automatic transmission / keymapping / program creation for SampleCell 1 & 2 and AKAI $1000/1 100/2800/3000 series samplers. 


File formats: SoundDesigner 1, 2 & AIFF. 


Specifications subject to change without notice. All product and company names are ™ or ® trademarks of their respective holders. 
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ROCK GUITAR POSTER™ 


This totally radical 
poster shows 
how to play the 
hard rock and 
heavy metal lead 
and rhythm guitar 
used by today's 
rockers. The 
poster explores 
rock styles in 
great detail, 
explaining the 
chords, scales, 
and the guitar 
techniques used 
by the biggest 
Stars playing 
today's hard rock. 

¢ MOVABLE MINOR PENTATONIC ROCK 


SCALE FORMS « POWER CHORDS « NOTES 
OF THE NECK * TWO HAND TAPPING e 
TIPS & TECHNIQUES ¢ WHAMMY BAR ¢ MORE! 
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PLEASE SEND ME: GUITAR, 
KEYBOARD, SAX and 
$15.95 ea), 


Enclosed is $ 


NAME 


ADDRESS 


CITY/STATE/ZIP 
MFI BOOKS 600 Harrison St. San Francisco, CA 94107 


GIVE THE GIFT OF MUSIC! orbeR yours TODAY! ! 
___ ROCK GUITAR, 
MIDI posters (regular @ $7.95 ea. or laminated @ 
CIRCLE OF FIFTHS mini-posters ($5.95 reg., $11.95 lam.) & 
sets (@ $7.95/set). Poster p&h add $3 for the first and $1 for ea. add. poster. Card p&h add $1.50 and 
$.50 for ea. add. set. (Allow 6 weeks.) CA add 8.25% tax. (UPS ground add p&h + $4 (2-3 wks.). Foreign orders 
ship surface mail (8-14 wks). Foreign Air: N.Am. p&h + $3; Eur. & S.Am., p&h + $10; all others, p&h + $15. US $ only. 


VISA/MC #: 
Exp. ho 


THE GUITAR PosTEeR from Castalia Publications made its debut in 1980, and for a decade 
and a half it has been helping an entire generation, literally millions of guitar players, to 
improve their understanding and their playing. It was designed to be a musical road map 
so that anyone could learn how to play any chord or scale, in any key, anywhere on the 
instrument. Long before the VCR, computer and CD ROM revolutions THE Guitar PosTER 
was up on the wall with the answers, and despite all the new technology it is still the 
most complete guide to the guitar ever made! |n celebration of this milestone Castalia 
will give you (through 1995) a FREE CiRcLE OF FIFTHS MINI-POSTER (18” X 25”, a $5.95 
value) with your order of our beautiful, LAMINATED Guitar Poster. 


ELECTRIC BASS POSTER™ 


Featuring a 
collection’ of 
vintage bass 
guitars, this 
poster shows 
you how to play 
hot bass and 
hold down the 
rhythm section 
in any band 
playing today's 
popular music. 
°*TUNING 
GUIDE * NOTES 
OF THE NECK 
°BASS KEY 
SIGNATURES 
" © CIRCLE OF 
FIFTHS e ALTERING SCALES & ARPEGGIOS 
¢ COMMON CHORDS & SCALES ¢THE INTER- 
LOCKING PENTATONIC SCALE FORMS 
¢ BASS HARMONICS ¢ COMMON BASS LINES 


SAX POSTER™ 


For sax players at 
every stage of 
their musical 
development. 
Includes the 
world's all time 
best sax fingering 
chart, Castalia’s 
famous’ cross 
reference system 
for using music 
theory, and tips 
on how to 
improvise and 
play the blues. 

e SAX FINGERING 
CHART ¢ CHORD 
& SCALE TABLE 
e TABLE OF KEYS e CIRCLE OF FIFTHS e 
TREBLE CLEF ¢ SAX EFFECTS & TECHNIQUES « 
TRANSPOSING FOR SAX e¢ BUILDING & 
IMPROVISING SAX SOLOS! ¢ MORE! 
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card 
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THE TABLE 


KEYBOARD POSTER™ 


This beautiful 
work of educa- 
tional art makes 
visualizing and 
applying the 
principles of 
harmony as easy 
as DO RE Ml. 
The easy-to-use 
music _ theory 
charts apply to all 
keyboard 
instruments, from 
pianos to organs 
to accordions and 
all synthesizers. 
Included on this 
poster are: 


e FOUR OCTAVE LIFE SIZE KEYBOARD e 
BASS & TREBLE KEY SIGNATURES ¢ TABLE 
OF KEYS e CHORD & SCALE TABLE ¢ TWELVE 
MAJOR SCALES ¢ CIRCLE OF FIFTHS * MORE! 


MIDI POSTER™ 


MUSICAL 
INSTRUMENT 
DIGITAL 
INTERFACE is 
the electronic 
digital standard 
that has revolu- 
tionized music. 
Whether you're 
playing organ for 
your church or 
drumming ina 
rock band, an 
understanding of 
MIDI is essential 
for anyone who 
is serious about 
today's music. 

. pera ——_ ¢ MIDI NOTE 
NUMBERS e MIDI CONTROLLER NUMBERS 
MODES e TROUBLESHOOTING « MIDI FLOW 
CHARTS e GLOSSARY OF MIDI TERMS « 

e SOMETHING FOR EVERY MIDIOT e 


se) TAKE THE ANSWERS WITH YOU! 


| MUSIC NOTES” 
| MUSIC THEORY 


-| REFERENCE CARDS 
8.5" X 11", LAMINATED 
OF KEys”™ is the best transposing tool 


MUSICAL INSTRUMENT DIGITAL INTERFACE 


ever made because it also explains how to use 


Nashville system). THE CHoRD AND SCALE TABLE™ 
lists all chord and scale formulas and shows which 


scales to play over which chords in all styles of 
popular music (one satisfied customer told us, “It’s 
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like having Juilliard on a card”). A must for teachers, 
students, composers, arrangers, and songwriters! 


FOR ALL INSTRUMENTS! e Only $7.95/set. 


The Radio Boogie 


bout a year ago | got a call from produc- 
ers Dawn and Brian Comer. National 
Public Radio had hired them to produce 
a four-part radio drama based on the autobi- 
ography of their remarkable grandmother, Mag- 
gie Comer. “Maggie’s American Dream” would 
star Ruby Dee and Ossie Davis, and was | in- 


terested in doing the score? 

Two pages into the script | was hooked. It’s 
a compelling story about a black woman’s jour- 
ney from post-slavery Mississippi to modern 
times — raising and educating a splendid family 
along the way. A challenging and worthwhile 
project. Plus Dawn and Brian were very open- 


ICHARD LEITER} 


minded about the score itself. 

Because it was such a simple story — and 
because of budgetary and time restrictions — 
they’d envisioned a solo instrument, perhaps 
an acoustic bass, providing the entire sound- 
track. As much as | love the magic of the 
acoustic bass, | had a few problems with this 


Ex. 1. In its simplicity, “Maggie’s Theme” evokes a time, place, and spiritual sense by drawing upon folk and hymn styles. 


Legato 


Ex. 2. With variations in tempo, this boogie-style cue provided plenty of material for a number of bridges between scenes. 


8vb throughout 


Ex. 3. Basic boogie basses are great raw material. 


8vb throughout 
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convolutions of the design require a bit of 
explanation. But surely storing patches in mem- 
ory must be a simple, obvious affair. 

Think again, oscillator breath. At first blush, 
the W7 seems to provide 256 ROM programs 
(which Yamaha calls “voices”) and 128 RAM 
programs for immediate gratification. The former 
are divided between a General MIDI bank and 
a more imaginative preset bank. In fact, though, 
the number of programs available at any given 
time can be far larger, because a separate bank 
of 128 programs can be transferred into each 
song, and subsequently stored to and loaded 
from disk as part of the song. We found that we 
could have 11 songs in memory (with no notes, 
only programs) before the available RAM filled 
up. So if you need instant access to upwards 
of 1,000 programs at a time, or (a more likely 
scenario) if you play out and want the ability 
to rearrange your set list every night without wor- 
rying about what voices a given song uses, the 
W7 could be the perfect instrument for you. 

Individual programs can be edited while 
a sequence is playing, which allows you to cus- 
tom-tailor a mix very effectively. Both the song 
voices and the “internal” RAM programs can 
be edited in this fashion. If you’ve been editing 
a song voice, it will be stored to song memory 
when you hit the store button. Internal, GM, 
and preset voices will be stored to internal 
memory. You don’t get to select which RAM 
bank (internal or song) a voice will be stored 
to, only the number of the memory slot. 

In order to use this memory configuration 
effectively, you'll need to understand the lim- 
itations of the disk operating system. The in- 
ternal song memory is erased on power-down, 
and must be loaded from disk at the start of 
each session — no big deal. You can save in- 
dividual songs to disk, complete with their 
voice banks, as well as saving the bank of 128 
internal RAM programs to disk. Individual pro- 
grams can be loaded from disk into either in- 
ternal or song memory, which allows you to 
assemble custom banks of programs. 

With us so far? Here’s the kicker: Individual 
programs can be loaded from disk only if they 
were saved as part of an internal bank, not if 
they were saved with a song. To complete the 
grim picture, there is no command for moving 
either a single program or a bank of them out 
of song memory and back into the internal 
bank. You can copy a bank from one song to 
another, but song voice memory is a dead end. 
Patches check in, but they don’t check out. An 
inexplicable oversight? We sure thought so. 

The intent of the design seems to be that 
you'll custom-design your voice bank for a giv- 
en song using internal memory, and then trans- 
fer it to song memory as a last step before 
archiving your song. This way, a song will al- 
ways have the correct sounds, no matter what's 
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loaded into internal memory. Tweaks to song 
voices should be thought of mainly as a way 
of fine-tuning the mix, because if you should 
accidentally create something wonderful with 
a voice that’s in song memory, the only way 
to move it individually from one bank to an- 
other is by manually copying down all the pa- 
rameters with a pencil and paper. 

As we indicated, this is not likely to present 
any problems as long as you understand not 
to get too wrapped up in editing song voices, 
and always make backups of your internal 
banks on disk as internal banks, not as part 
of song files. 


IDI Implementation. While not spectac- 

ular, the W7’s MIDI functions are very ser- 
viceable. Each song multi comes with its own 
settings for master keyboard transmission — 
up to four zones, each with its own MIDI chan- 
nel, octave transpose, and filtering for various 
types of control data transmission. The se- 
quencer can record sys-ex data dumps from 
other instruments and store them on disk in 
song files. Bank select messages are supported. 
As already mentioned, the front panel control 
slider can transmit any controller number be- 
tween 1 and 119. The volume footpedal can 
only transmit controller 7 or 11 (volume or ex- 
pression); plug the same pedal into the foot 
controller jack and you'll get controller 4. 


‘fee It’s hard to argue with an in- 
strument that boasts great sounds, a decent 
sequencer, flexible effects routings, expandable 
memory, basic MIDI master keyboard func- 
tions, user-friendly sound programming, and 
a disk drive. We would happily recommend 
the W7 to any keyboard player who is looking 
for a versatile workstation-type synth. 

Its limitations are not exactly trivial: While 
the song voice memory is a great feature, not 
allowing users to extract single voices from 
song banks is a terrible idea. The inability to 
program the absolute values of important voice 
parameters will frustrate power users (unless 
they own a computer — see sidebar, page 91). 
The sequencer ought to chase program and 
volume changes when playback is started in 
mid-song. And we can’t help wishing that it 
were possible to store a full complement of 
programmed effects with each individual patch. 

But don’t get us wrong: We’re not saying 
that the W7 is badly designed, or that it’s 
strictly an entry-level “beginner” instrument 
— not by any stretch of the imagination. A 
working club band keyboardist or a home 
studio owner whose musical ambitions are 
bigger than their budget could find the W7 
a potent resource, and its forward-looking 
design points the way toward an exciting 
future for electronic music. In a word, Yamaha 
has another winner on their hands. E 


idea. First, Maggie’s story had a tremendous 
emotional range, and | was concerned that the 
bass lacked the necessary dynamism. Second, 
| knew that a lot of people listen to radio in 
their cars, where the road noise would wipe 
out the subtleties of the bass. Finally, I’m a key- 
board player, and | suspected that in the crunch 
of high-pressure post-production I’d be more 
authoritative writing for the ivories. | decided 
to follow my suspicions, and went for the keys. 

| began the first step of any scoring project: 
sitting down with everyone involved and figuring 
out what the story needed, emotionally. In this 
case it needed warmth, since it was a touching 
family story. It needed a sense of place, since 
it was about black culture in the rural South and 
urban North. And it needed a sense of scope, 
which in this case was a kind of timelessness. 

So there | had it: warmth/place/timelessness. 
| dug into the text. | immersed myself in turn- 
of-the-century Mississippi and Roaring ’20s 
Chicago. | listened to music of the time and 
place and then | sat down and wrote a whole 
bunch of themes. 

My favorite was a piece called “Maggie’s 
Theme” (Example 1). If you take 23 seconds to 
play through it, you'll see that the folksy melodic 
material recalls “Oh, Susannah.” But the piano 
setting gives it a hymn-like quality. There was 
a lot of pain and gentle triumph in the story and 
| wanted the theme to reflect this seriousness. 
So | exercised some composer's options to side- 
step the inevitable diatonic cadence and go for 
a Copland-esque moment of poignancy. 

Measures 6 and 8 are a good example of 
how a tiny harmonic shift can put a nice spin 
on an otherwise predictable moment. The final 
cadence could easily have been a typical V to 
|. But the change in the bass note from C to FL 
takes it to a completely different place emotion- 
ally. This is the sort of thing that abounds in 
Randy Newman's early stuff. Check out his solo 
piano and voice album, Sail Away. It’s a kind 
of “Well-Tempered Clavier” for keyboard-based 
songwriters. We're all so used to using familiar 
chords as building blocks that we must remem- 
ber to send our fingers to unfamiliar locales. 

But | digress. | played my three top themes 
for the producers and, to my relief, they chose 
“Maggie's Theme” as their favorite. A word about 
choices: | only give my clients choices if I’m 
comfortable with all the options. Very often a 
producer or director will hear something in the 
music that | don’t and my backup choices will 
help steer me in the right direction. Hell, music 
ain’t brain surgery. If your family, your dog, and 
the cable guy all hate Piece A and love Piece 
B, then you should probably go with Piece B. 
Unless you've got an incredibly powerful gut 
feeling. But that’s another column. 

Dawn and Brian went off to KQED in San 
Francisco and recorded and cut all four one- 
hour segments. The following Friday they called, 
tired but excited about their show. It was ready 
for scoring. Could | possibly have the finished 
music by ...er...um... Wednesday? A four- 


hour score written and produced in four days? 
Ordinarily, this is where my head would have 
exploded, but Dawn and Brian had committed 
the unpardonable sin of being really nice folks, 
and | would basically have done anything they 
wanted. Musically. 

Immediately | went out and bought a large 
supply of fruit juice and striped my multitrack 
with SMPTE code. I’ve found the most conve- 
nient way to score radio accurately is to lay 
down the voice and SFX and lock the sequencer 
up to the voice track — the same way you'd 
score TV or film. The difference is that you don’t 
actually see the SMPTE code numbers under- 
neath the action, so it’s a little harder than scor- 
ing to picture. On the other hand, you're not 
scoring action, just words, so it’s a little easier 
than scoring to picture. Whatever. This is the 
best way I’ve found. If you’ve got a better way, 
write a letter to the editor. 

Next | chose my piano. Actually, sampled 
piano. I’d considered replaying everything on 
a real grand but the production crunch inter- 
vened. So | listened to literally every sampled 
piano sound that existed in our universe at the 
time, and for this style settled on my tried and 
true Kurzweil 1000 PX with just a pinch of room 
reverb. | wrote and recorded to sequencer and 
on the final day mixed all my cues to DAT. 

It was pure pleasure. For one thing, the 
show itself was well written and acted, so | 
was duly inspired. Also, | could produce the 
final product as | wrote it. Fast! | didn’t have 
to write out parts for other players, or book 
studio time or even hunt for that killer brass 
patch. It was all my beloved piano. Talk about 
your instant gratification. 

Still, it was a four-hour show and | had to 
come up with dozens of little bridges between 
chapters and a myriad of substantial cues, and 
| found myself using more and more (gulp) boo- 
gie-woogie. An absolute gold mine for solo pi- 
ano scoring in a period style, it works well at 
any tempo, and as long as | didn’t clutter up 
the right hand too much, it was acoustically 
transparent. The final mixer, therefore, could 
keep the music hot and still have the voice 
come through loud and strong. 

“The Boat” (Example 2) is a four-bar exam- 
ple of the kind of blues/boogie that saved my 
butt. | used an up-tempo version of this to score 
a wild boat ride, a slow version to score a sad 
departure, and a mid-tempo version for the end 
credits. For your delight (and possible rescue) 
I’ve included three of my favorite boogie-woo- 
gie left hands (Example 3). Try them swung, 
straight, and with different harmonies super- 
imposed on top. Then, if you have the oppor- 
tunity, play them in a steamy New Orleans bor- 
dello at four in the morning. 

As a composer and songwriter, Richard Leit- 
er has done projects for a wide variety of 
clients, NPR, Honda, Carl’s Jr., CBS and In- 
glenook Wines, among others. He writes and 
performs in California. 


Take Music. 
~ Seriously 


It’s the Berklee faculty, the teaching 
methods, the musicians you play with, and 
the environment you're in. It’s the Berklee 
Summer Program in Los Angeles, Italy and 
Boston, from one week to twelve weeks, for 
the experience or for full college credit. 
And it could change your life as a musician. 


Summer. 
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For more information and an application, write to: Berklee College of Music 
Summer Program, Admissions Office, Dept. 8749, 1140 Boylston Street, 
Boston, MA 02215. Or call: 1-800-421-0084, ext. 8749. 


(check appropriate boxes) 


_|Berklee Full Credit Program in Boston: May 25 — August 18, 1995. 
|_| Berklee Performance Program in Boston: July 9— August 11, 1995. 
__|Berklee Guitar Sessions in Boston: August 21—25, 1995. 
__|Berklee in Los Angeles: July 23—29, 1995. 

__|Berklee in Italy: July 7 — 18, 1995. 
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work of Tom Jung, president and chief engineer 
of dmp records? Tom is a pioneer in the field 
of digital recording and is widely recognized 
for his “no compromise” sound quality. He re- 
cently engineered a session with an acoustic jazz 
trio entirely on the ProMix 01, using only the 
mixer’s onboard features. Since the proof is in 
the mix, your readers can receive a free CD of 
this session by calling (800) 937-7171, ext. 450. 
But the best way for readers to appreciate 
the ProMix is at their local authorized Yamaha 
dealer. Not only will they hear first-hand how 
sonically clean the ProMix 01 is, but they will 
also have an opportunity to get under the hood 
and see how much unprecedented audio pro- 
cessing power is now so affordable to all music 
professionals. The fact is, we simply can’t fill 
ProMix 01 orders fast enough. 
Michael MacDonald 
Marketing Manager 
Yamaha Professional Audio 
Buena Park, CA 


From the sound of your review, the Yamaha 
ProMix 01 seems to have some very serious 
noise floor problems. Yet every other review 
of the ProMix I’ve read seems to agree with all 
the shortcomings you listed, except for the noise 


problem. Could it be that the unit you tested 
needed repair? Did you approach Yamaha with 
your findings? With all the competition out there 
for mixers in this price range (and lower!), it 
seems odd that Yamaha would produce a poor- 
sounding unit and hope that customers would 
overlook this flaw. 
Roger Savoie 
Internet 


[Yamaha sent several product experts up to our 
test lab before the review went to press. We 
re-ran our audio specification tests specifically 
for their benefit. At that time they were unable 
to find a flaw in our test procedures.| 


| was very surprised by your review of the Yamaha 
ProMix 01. We've had considerable experience, 
and no problems, with the board in critical audio 
applications. Whenever setting up new equipment, 
we always experiment with gain structure to max- 
imize the system's potential. We used an approach 
with ProMix that’s consistent to all our digital gear: 
maximizing peak input gain close to the limit of 
the A/D converters for optimum resolution in the 
digital domain. Our results have been slightly better 
signal-to-noise than a popular analog studio mixer, 
and excellent sonic quality with no edge or harsh- 


Continued on page 128 > 
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ness. We experience no noise from the effects re- 
turns (generally, effects exhibit some noise at the 
output stage), but slight noise is added when effect 
sends are brought up to unity. This was more not- 
icable on modulated effects, though this was de- 
termined at output levels way above normal op- 
erating conditions and represented excessive effect 
levels which would rarely be used. In other words, 
ProMix performed to our best expectations. 
Ira White 
Studio Street 
Virginia Beach, VA 


Hyman’s Jazz 


Your interview with Dick Hyman [Jan. ’95] was 
worth the price of a year’s subscription in itself. 
Hyman is everything a musician should be: He 
knows music, he knows the history, he can play, 
and he can explain it. He’s done everything, 
yet he’s refreshingly modest. And please note: 
He didn’t use any vulgarity. To think that this 
inhibits him in any way (as some of your other 
interview subjects and letter writers seem to be- 
lieve) is laughable. A classy guy like Hyman 
doesn’t need to swear. 
Mark Stivers 
Sacramento, CA 


Tax Strategies 

Your article on tax strategies for musicians [Jan. 
‘95] was in some respects inaccurate, as shown 
in this passage from page 331 in the 1994 edition 
of How to Pay Zero Taxes, by Jeff A. Schnepper: 
“In Drucker et al. v. Commissioner, 52 AFTR 
2d 83-5804, . . . the Second Circuit Court of Ap- 
peals allowed concert musicians home office 
deductions for the business use of their apart- 
ments because they spent most practice time 
at home and their employers did not provide 
the musicians with space for the essential task 


of private practice.” 


Michael Hennessy 
Hyannis, MA 


Keyboard On-Line 

As | contemplate going to the trouble to Mosaic 
my way in your direction, | can’t help but hope 
that | will find more for my time and expense 
than sound companies advertising their products 
and rehashes of stuff from your magazine at your 
Web site. Putting in the winners of the tape com- 
petition is an excellent idea, though. 

As a general comment regarding the ‘net, 
it seems that so much of the on-line stuff is 
obsessed with itself as its primary content, or 
overly fascinated with just the fact of being 
on-line. Perhaps all the tech-heads who spend 


1995 SUMMER PROGRAM 
Music Production Workshop 
PARIS & LONDON 


Established 1976 <== 


Official Appointment 


‘for Europe, Asia and 


= 


Australia. 


“. =. 3 week intensive studio 
“workshop with 
individual practical — 
“Hands-On” studio 
time in our studios | 
“during July and August 


18 SAE colle 
worldwide 


al 


Mt! 
i 


CALL OR WRITE FORA 


SAE LONDON 
United Hse, North Rd. 
London N7 9DP, UK 
Tel. + 44 71 609 26 


KEYBOARD/MARCH 1995 


"95. Neve V 
Faders console, 
SOLOR BROCHURE. 
AE PARIS-Bat 286 
45, Av.Victor Hugo 


93534 Aubervilliers 
Tel.+ 33 1 4811 9696 


‘Flying: 


all this time and technology downloading 
MIDI files of your lessons examples would find 
their time better spent at their instrument — 
a keyboard, as in the name of the magazine. 
Now, if there was only a program you could 
download that would run Hanon exercises 
FOF YOU. 9) 
Rick Krizman 
Internet 


Corrections 


[Our apologies to Vince Brown of Positive Image 
Studio, whom we failed to credit as photographer 
with the article on Roadpig, which ran in our 
Nov. ’94 issue. Ditto to Mark Brett for his photo 
of Bloodline’s Lou Segreti, which ran in Oct. ’94. 
Also to Martin Howard Naylor for printing the 
wrong contact number for his company, Sorcerer 
Sound Productions, in the Jan. ’95 Interface. Sor- 
cerer Sound can be reached by dialing (01 1-44- 
85) 829-9203. Finally, to all of you who have 
been trying to access the Keyboard web site via 
the incorrect codes published in Dominic Mi- 
lano’s From The Editor column in the Feb. ’95 
issue. Please note that “http:www.mfi.com/key- 
board” should read as “http:/www.mfi.convkey- 
board,” and “ftp mfi.com/keyboad” should read 
“anonymously FTP ftp.mfi.com in the /oub/key- 
board/patches directory.” 


Is Something Not Right? 


Have you ever opened your mailbox and found 
your issue of Keyboard with torn, wrinkled, 
or missing pages? To receive your 


replacement copy, 


write us at: 


Keyboard/ P.O.Box 58528/Boulder, CO 80322-8528 
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COVERING JAZZ FROM ARMSTRONG THROUGH ZORN 


Finding the best jazz recordings has never been easier or more enjoyable! Now, the all new A// Music Guide to Jazz helps you 
identify top-notch CDs, albums, and tapes using reviews and ratings from noted jazz critics. 

This is a comprehensive guide to jazz for both serious fans and newcomers that offers a wealth of information and insight into 
the careers of 1,150 jazz artists and reviews more than 9000 of their recordings. The profiles, expanded for major artists, paint a por- 
trait of each one's evolution and importance to the rich and diverse world of jazz. 

The All Music Guide to Jazz also offers a number of special sections that will enhance your knowledge and appreciation of jazz, 
making it the ideal reference for anyone who wants to start, expand, or refine a jazz collection. 

The All Music Guide to Jazz is available at music and book stores everywhere. Over 750 pages. Only $22.95. 


if Miller Freeman Books 
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The All Music Guide to Jazz is available at fine music and book stores everywhere. You can also call our toll-free number or fax orders to (408) 848-5784. Appropriate sales tax 
(TX, CA, NY, IL, GA & Canada) and shipping/handling charges ($5 in US, $8.50 in Canada, $20 outside North America) will be added. Miller Freeman Books, 6600 Silacci Way, 


Gilroy, CA 95020. For credit card orders call: 
1-800-848-5594 
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1977 

Jan. '77 
Feb. '77 
Jul. '77 
Nov. '77 
Dec. '77 


1978 
Jan. '78 
Feb. '78 


1979 

Jan. '79 
Feb. '79 
May '79 
Jun. '79 
Jul. '79 


1980 
Feb. '80 
Jul. ‘80 


1982 
Apr. '82 


1984 

Jan. '84 
Feb. '84 
Nov. ‘84 


1985 

Jan. '85 
Feb. '85 
Jun. '85 
Jul. '85 
Oct. '85 


1986 
Apr. '86 
Nov. '86 


1987 
Jan. '87 
Mar. '87 
Apr. '87 
Jul. '87 
Aug. '87 
Sep. '87 
Oct. '87 
Nov. '87 
Dec. '87 


1988 
Jan. '88 
Feb. '88 
Mar. '88 
Jul. '88 
Aug. '88 
Sep. '88 
Oct. '88 


1989 
Jan. '89 
Feb. '89 


ACK 


Journey's Gregg Rolie, Ramsey Lewis, Peter Nero. 

Billy Preston, 2-Piano Music, The Clavinet, Corea Tips. 
George Duke, Count Basie, Bob Moog Column, Beach Boys. 
Herbie Hancock, The Rhodes Piano, Earl Hines. 

Dave Brubeck, Andre Watts, Tom Coster, Pop Organ. 


Liberace, Jaki Byard, Harpsichordist Igor Kipnis. 
Chick Corea, Corea Solo, Sounds of "Star Wars." 


Cecil Taylor, Ragtime Piano, "The Entertainer." 

Rick Wakeman, Carla Bley, Leonard Pennario, Pop Organ. 
Dr. John, Paich & Porcaro Of Toto, Dick Hyman. 

Suzanne Ciani, Steve Reich, The Bosendorfer Piano. 
Denny Zeitlin, Playing Studio Parts, Lorin Hollander. 


Peter Nero, Emanuel Ax, Amp Basics, Nero Solo. 
Roger Powell, Art Tatum Runs, Organist Bill Irwin. 


Earl Hines, Peter Nero Solo, Terry Riley, OMD. 


George Winston, Organist Jimmy McGriff, Warren Zevon. 
Playing Lead Synth, Jazz Piano Trios, Peter Serkin. 
Rare Bill Evans Record, Tony Banks, Classical Improvisation. 


Cecil Taylor, Toto Record, Teaching Piano, Moog Column. 

Billy Cobham On Drum Machines, Hollywood's Jerry Goldsmith. 

SYNTH PROGRAMMING SPECIAL: Getting Started, Patches, Ciani. 
Patrick Moraz Record, Kate Bush, Lennie Tristano, MIDI column. 

10th ANNIVERSARY SPECIAL: Chick Corea Record, Synth Technology. 


New Age Aaberg Solo, Jean-Luc Ponty, Simple Minds. 
Journey's Jonathan Cain, Wendy Carlos Record, Petrucciani. 


EXPERIMENTAL MUSIC SPECIAL: Sampler Record, The Stars, History. 
TV's Paul Shaffer, Ashkenazy, Larry Fast, Glossary II. 

Philip Glass, Glass Record, Arranging |, Use Old Gear. 

Wind Synths, Bruce Hornsby, Soviet Record, USSR Keyboardists. 

Jeff Lorber, Inside Roland, Pete Jolly, The Cure, New Age. 

Michael Omartian, DX711, Banks & Marinelli, Blues. 

Miles Davis And Keyboards, Prophet 2000, Horace Silver. 

Todd Rundgren, Roger Powell Record, MIDI Mixing, Rock Rhythms. 
Accordion Revival, Zydeco Record, Roland D-50 Clinic. 


ONSTAGE SPECIAL: Performance Tips, Equipment Uses, Experiences. 
Stewart Copeland On Rhythm, Little Richard, David Frank Record. 
Computer Applications, L.A.'s David Foster, 19-tone Scales. 

Corea & Hancock, Rock Arranging, Programming the ESQ-1. 

PIANO SPECIAL: Jazz Performance, Piano Future, Digital Pianos. 
Sting's Keyboardists, Patrick O'Hearn Record, Schools. 

New Age And Synths, T Lavitz Record, Metal Solo, IBM PC. 


Third-party Sounds, Corea & LaVerne Record, Elton John Solo. 
Randy Newman, Billy Taylor, Practicing, Art Of Noise. 


1990 

Apr. '90 
Jun. '90 
Jul. '90 
Nov. '90 


1991 
Jan. '91 
Mar. '91 
May '91 
Jun. '91 
Jul. '91 
Aug. '91 
Sep. '91 
Oct. '91 


1992 
Jan. '92 
Feb. '92 
Apr. '92 
Jun. '92 
Jul. '92 
Aug. '92 
Sep. '92 
Oct. '92 
Nov. '92 
Dec. '92 


1993 
Jan. '93 
Feb. '93 
Mar. '93 
Apr. '93 
May '93 
Jun. '93 
Jul. '93 
Aug. '93 
Sep. '93 
Oct. '93 
Nov. '93 
Dec. '93 


1994 
Jan. '94 
Feb. '94 
Apr. '94 
May '94 
Jun. '94 
Jul. '94 
Aug. '94 
Sep. '94 
Oct. '94 
Nov. '94 
Dec. '94 


1995 
Jan. '95 
Feb. '95 


SS 


Jul. '89 
Nov. '89 
Dec. '89 


Mike + The Mechanics' Paul Carrack and Adrian Lee, FZ1 Clinic. 
Rolling Stones' Keyboardists, Multi-Effects User's Guide, Chuckii Boo 
Laurie Anderson, Multi-Effects Buyer's Guide, Margaret Leng Tang. 


Tears For Fears, Tony Hymas, Atari ST Clinic, Nine Inch Nails. 

Jane Child, Amiga Multimedia Tools, Harry Partch, Passport Encore. 
Jonathan Cain, Mixer Shootout, Gershwin Meets MIDI, Ryuichi Sakamoto. 
Baby Face, Dr. John, The Music Of Twin Peaks, Tips for Opcode Vision. 


Prince's Keyboardists, Opcode Studio Vision, Roland S-550/330 Clinic. 
Keyboards In The Grateful Dead, Ensoniq EPS Workshop, Korg S-3. 

Patrick Moraz, Alesis SR-16, Yamaha SY77 Programming Clinic. 

Deee-Lite, How To Get A Record Deal, E-MU Procussion, Roland MV-30. 
Andrew Farriss of INXS, Wavestation Programming Made Easy, Roland JD-800. 
Rick Wakeman & Tony Kaye, IBM MIDI Starter Kits, Roland JX-1. 

lain Baker of Jesus Jones, Philip Glass, Passport Pro 4 Power Tips. 

M.C. Hammer's Michael Buckholtz, Ensoniq SD-1 & SQ-2, Yamaha QY10 Tips. 


Thomas Dolby, Jazz Soloing tips by Billy Childs, Cyberpunk Revisited. 
Genesis, Frank Zappa's Universe, Digidesign Pro Tools, Alesis D4. 

1992 NEW GEAR SPECIAL: Piano Jazz Part 2, Korg M1 Clinic. 

Keith Emerson, Faith No More's Roddy Bottum, Ensoniq VFX Clinic. 
Affordable Digital Recording, Ensoniq DP/4, Roland R-70, Cubase 3.0. 
Wendy Carlos, Affordable Mixers, Richie Beirach, Roland FP-8, Wersi CPF1. 
Tori Amos, Wendy Carlos Part 2, C-Lab Notator Clinic, Akai MX1000. 
Windows 3.1: Has the Mac met its musical match?, Richie Beirach. 

Country Keyboards: New Sounds & New Players, Alesis ADAT, Yamaha SY22. 
1993 BUYER’S GUIDE: 48 Multi Effects & Drum Machines Reviewed. 


Scoring The Simpsons, Prince’s Tommy Barbarella, New Digital Gear. 

David Bryan, The Past, Present & Future of MIDI, Kurzweil K2000 Tips & Secrets. 
Keith Jarrett, General MIDI, Gallery of Weird Gear by Bob Moog, Ensoniq ASR-10. 
M1 MONSTER SOUND SPECIAL: Over 5,000 M1 Sounds Reviewed. 

NEW GEAR SPECIAL, Depeche Mode, Historic Motown Sessions. 

Bruce Hornsby, SCSI Survival Guide, Comprehensive Guide to Combo Organs. 
Vintage Synths, Jazz Piano Master Class, Digidesign Session 8, Akai S3000. 
CD-ROM - The Hows, Whys & Whats, Peter Gabriel, EPS-16+, Yamaha QY20. 
Marcus Roberts, Ensoniq TS-10, ADAT Power-User Clinic, Roland JW-50. 

Paul Shaffer, Pete Townshend, Hammond XB-5, Tascam Digital Recorder. 

Home Studio Solutions, New Gear & Sounds, Bruce Hornsby - A Private Lesson. 
PIANO BUYER’S GUIDE: Digital & Acoustic, Sampled & Synthesized. 


Jurassic Rock: Al Kooper, Jon Lord, Felix Cavaliere. Plus, Korg i3, Roland AX-1. 
Radical New Technology Redefines Synthesis. Plus, Roland Sound Canvas. 
Keith Emerson, Frank Zappa, Hand Injuries-Causes & Cures, Opcode’s OMS. 
New Gear: Synths, Software, Multimedia, 25 Hammond Licks, JV-1000 Tested. 
How To Record Synths, Copyright Law & Sampling, New Gear, Yamaha VL1. 
Multi Media! Desktop Digital Video & Audio, Jobs, Cakewalk Pro User’s Guide. 
SAMPLER ’94 SPECIAL: All Current Models Tested, Beginner’s Guide, and more. 
Erasure’s Vince Clarke, Power Sampling Tips, Power PC vs. Pentium. 
Soundcards: The Voice Of Multimedia, Listening & Spec Tests, Kurzweil PC88. 
Songwriting: Techniques & Technology, MIDI & Recording Gear, MOTU Freestyle. 
MUSIC SOFTWARE BUYER’S GUIDE: Product Analyses & Comprehensive Listings. 


20 Instruments That Shook the World! Tascam DA-88 Digital Recording Tips. 
SOUNDS ROUNDUP! 21 Ripping Licks, New Computer & Digital Recording Gear. 


Wig ee ORDER INFORM AT OL 


Please make selections 
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Spring Cleaning Edition 


Name: Mark Mercury. Style: “serious music.” 
Contact: 936 N. Lucile Ave., #2, Los Angeles, 
CA 90026. 

“Serious music”? Scary is more like it. Mercury 
has composed for everyone, from B-movies 
like Supervan to kid shows like Doctor 
Snuggles. He’s scored for the class of PBS (the 
theme for Videolog) and the trash of NBC 
(Santa Barbara), and done arranging and co- 
producing for two totally opposite spirits: Bill 
Cosby and Captain Beefheart. Left to his own 
devices, Mercury creates the most unsettling, 
creepy, spooky music I’ve heard in a long 
time. Even the prettiest moments seem to 
mask something terrifying. If you’re looking 
for something to get you in the mood next 
Halloween, look no further. 


Name: Bill Rust. Style: Bach meets Booker 
T and the MGs. Contact: 21 Ann St., #A-21, 
South Norwalk, CT 06854. 

A crisp blend of Baroque and funky boogie. 
Just the sort of thing to play during a long 
drive down a coastal highway. 


Name: Bill Turner. Style: jazz, rock, pop. Con- 
tact: Box 4104, Huntington Beach, CA 
92505. 

An infectious stew of folksy piano, feel-good 
arrangements, and intelligent melodies and 
rhythms. If you melded Lyle Mays to Bruce 
Hornsby, you might get something this pleasing. 


Name: Ellsworth Hall. Style: progressive rock, 
jazz/pop fusion. Contact: 1207 Overbrook 
Rd., Baltimore, MD 21239. 

This music grows out of the Euro-electronic 
concept albums of the '70s, but by sticking 
close to the soundtrack idea, Hall avoids 
some of prog’s tendencies to overreach. Oc- 
casional dry patches lead to brittleness, but 
most of the music is quite vibrant. 


Name: Roger Gravel. Style: new age. Con- 
tact: All-Star Productions, Box 245, Place 
Du Parc, Montreal, Quebec, H2W 2N8 
Canada. 

Gravel marries the sweet, dreamy, ear-pleas- 
ing textures of new age to the hypnotic, cy- 
cling melodies of minimalism. Animated by 
strong melodies and subtly complicated har- 
monies, this sumptuously produced music 
offers layers of mellifluous tones and hours 
of musical discoveries. 


Name: Bob Willey. Style: new age. Contact: 
Box 17594, San Diego, CA 92177. 
Armed with a doctorate from the cutting- 
edge electronic music program at the Uni- 
versity of California’s San Diego campus, 
Willey serves up a classic new age brew on 
his CD, Peace Pieces. The sheer beauty and 
careful programming of his music makes this 
worth a listen. 


Name: Travis Charbeneau. Style: metal synth. 
Contact: 3426 Stuart Ave., Richmond, VA 
Pie eg 

Though uneven, Charbeneau’s music can be 
powerfully driven when focused and tightly 
arranged into a fusion of guitar soling with 
driving keyboard accompaniment. 


Name: The Sound Castle (i.e., the Mazzei 
family, w/ mother Edith, brother Michael, and 
sisters Francine, Therese, and Loretta). Style: 
Christian new age. Contact: 1142 Nevada 
St., Pittsburgh, PA 15218. 

A fresh approach to spirituals and contem- 
porary Christian music, as well as carols, 
hymns, and other traditional fare. The 
Mazzeis are at their best when combining 
subdued synth atmospheres with warm and 
natural vocals in rich harmonies. Their music 
is collected on a self-produced cassette, Sa- 
cred Songs and Hymns. 


Name: Edu Helou. Style: new age. Contact: 
Av. Juriti 563, Sao Paulo, Brazil, CEP 04520. 
This music won’t surprise new age audi- 
ences. It will, however, delight the ear with 
a disarmingly beautiful panoply of electronic 
textures. 


Name: Barry Dean. Style: pop/rock. Contact: 
4106 S. 130th E. Pl. 1801, Tulsa, OK 74134. 
Straight-ahead, hit-maker pop music, with 
more than a hint of blue-eyed soul. Sure, 
they’re love songs, with accents on two and 
four and fewer than a dozen chords per 
song. So what? This is smart and expressive 
pop music. 


Name: Thomas Hackl. Style: electronic. Con- 
tact: 126 Archer St., Roseville, NSW 2069, 
Australia. 

Hackl’s CD Terra Australis is a musical re- 
flection of his homeland. At times, it’s mys- 
teriously sparse, with only a few fragments 


TITUS LEVI 


of melody, synth sweeps, and drones. On 
other tracks, the gentle reflective mood pre- 
vails, joined now and then by hummable 
melodies and a backbeat. Most of his work 
dodges between these poles to create a 
dreamlike impression — appropriate for Aus- 
tralia, where the Aboriginal creation tale is 
called The Dreaming. 


Name: Kid Bacchus (David Thomas Peacock). 
Style: “postmodern dysfunctional rock and 
roll.” Contact: 3225 Netherland Ave., 
Riverdale, NY 10463. 

Hard-driving, slightly angular music from 
an unlikely mesh of artsy pop, new wave, 
and hard rock. Elements of blues and funk, 
beautifully rendered by guitarist Dave “Buzz” 
Ramsay, mingle with dark, jagged electronic 
washes and rock-steady drums. 


Name: Bob Czina. Style: electronic. Contact: 
Czina Music, 40 Katherine PI., Oakdale, NY 
11769. 

Thoughtfully conceived and well-crafted 
compositions that pull from a variety of styles: 
classical, jazz, and new age. Czina’s album, 
On Solar Winds, draws these diverse roots 
into a coherent, engaging series of pieces, 
which move the concept forward with simple 
but charming melodies. 


Name: Michael West. Style: symphonic rock. 
Contact: 6 White Beech Dr., Trenton, NJ 
08618. 

West hits the prog rock trail on his God, Sex, 
Money cassette, revitalizing its thematic 
approach with a richly textured, hard-dri- 
ving feel. This is high-energy, big-beat rock, 
with blazing, cranked keys and expansive 
(the pieces average about ten minutes) 
arrangements. 


Name: Alstrom Inc. Style: jazz fusion. Con- 
tact: 31 Cortland St., Roseland, NJ 07068. 
This music has the gregarious radiance and 
polyrhythmic character of a Brazilian carnival 
celebration wrapped into a jazzy package. 
Very sexy, very upbeat. 


Name: Phil Calico. Style: electronic concept 
pieces. Contact: 207 Elm St., New Rochelle, 
NY 10805. 

The titles of Calico’s suites/albums show his 
interest in unified themes: Seven Deadly Sins, 
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Rock 'n Roll will live 
forever... but your 
hearing may not. 
some rock concerts exceed toler- 
able sound levels by as much as 
40 decibels. Repeated exposure 
to loud sound can damage the 
tiny hairs in your inner ear and 

slowly destroy your hearing. 
But you can protect your hear- 
ing by wearing ear plugs, or by 
just turning the volume down. 


To find out what rockers 


need to know to protect 
their hearing, contact: 


rH. BB. ALK. 


Hearing Education and 


Awareness for Rockers 
Box 460847 
San Francisco, California 94146 


24-Hour Hotline: 
(415) 773-9590 


Send $7.00 for information 
packet about H.E.A.R. 
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Solar Sounds, Song of the Gods. These col- 
lections and others are cousins to concept 
rock and electronic music from decades past. 
But Calico updates the music with fresher 
forms, mostly new age but also with a leaning 
toward hard-rocking and funky grooves that 
join bright, airy synth patches. 


Name: Greg McGuirk. Style: electronic pro- 
gressive new age rock. Contact: Box 501305, 
Indianapolis, IN 46250. 

Drummer John Wittmann’s super-clean sound 
and McGuirk’s artful take on synthesized per- 
cussion licks are a match made in heaven. 
The tandem provides the reflective feeling 
of the best new age while capturing the catch- 
iness of rock, with a fair bit of jazz thrown 
in for spice. 


Name: Wayne Scott Joness. Style: new age. 
Contact: 12621 Sarah St., Studio City, CA 
91634-1116. 

Joness combines searing jazz solos, Baroque 
counterpoint, rocking guitar lines, and 
dreamy moods, gracefully linked by 
outstanding arranging skills. 


Name: Dialogue (Robert Reed, Scott Guen- 
ther-Lee). Style: new age rock. Contact: 
14501 Berkshire Dr., Independence, MO 
64055. 

This pop band uses synths for backing tex- 
tures, harmonies, and punctuations. The 
usual, right? Not exactly. This duo stakes 
out their turf between new wave’s introvert- 
ed disaffection and new age’s tenderness. 
Their cassette, Definite Purpose, contains 
an album’s worth of potential. 


Name: Marc Vanocur. Style: new age. Con- 
tact: 18227 Domino St., Reseda, CA 91335. 
Heavily jazzed-up new age, with some 
snappy, wonderfully syncopated piano solos 
and synth backing tracks, along with a bent- 
out, looped sample of “I’m melting!” It’s rare 
and welcome to hear new age music swing 
this hard. E 

Titus Levi, founder of the California Outside 
Music Association, spends his free time strug- 
gling through graduate economics courses 
at U.C. Irvine. If you'd like to appear in Dis- 
coveries, send a cassette or a CD of your best 
material, a letter indicating your full name, 
age, style, influences, performance credits, 
goals, and equipment, a publishable 
phone/fax number and address at which 
readers may contact you, and a clear black- 
and-white photo of yourself with your key- 
board setup. Photos should be labelled with 
your name and the photographer's name and 
address. All styles of music will be consid- 
ered. Due to number of submissions, material 
cannot be returned, and applicants will not 
be contacted unless accepted. Send all cor- 
respondence to Titus Levi, 5153 Hanbury 
St., Long Beach, CA 90808. Titus also invites 
Discoveries alumni to keep in touch with 
news about career advances. 
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TAKE YOUR PLAYING 
THE NEXT LEVEL 


intermediate 


beginning 
Blues 


PIANO 


aun oe 
DAVID COHEN 
HOMESPUN VIDEO 


DAVID COHEN 


BLUES PIANO 


Three videos (#1 60 min., 
#2 60 min., #3 90 min.) 


VIDEO 1—Sit down and play 
blues piano immediately! Even 
a beginner will get right into 
the left-hand rhythms and 
right-hand leads of boogie- 
woogie, New Orleans, barrel- 
house and rock styles. 
VIDEO 2—Players with some 
experience in the blues/rock 
style will get deeper into the 
technique and theory behind 
the music, while learning great 
rhythms, bass lines and new 
ideas for improvisation. 
VIDEO 3—Go beyond the 
usual “12-bar blues” into new 
areas of harmony, lead-playing, 
improvisation, chord patterns 
and more! Expect to vastly 
improve both range and 
technique. $49.95 ea.,; all 
three for $119.95 
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CONCEPTS FOR JAZZ ROCK PIANO 
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DONALD FAGEN 


CONCEPTS FOR 
JAZZ/ROCK PIANO 
Playing, Writing 

And Arranging 

with Warren Bernhardt 

70-min. video 

Take a lesson from one of the 
most influential songwriters 
in American popular music! 
Donald Fagen analyzes Chain 
Lightning, Peg and Josie (Steely 
Dan songs he penned with 
partner Walter Becker), as 
well as On The Dunes and 
Teahouse On The Tracks (from 
the solo album “Kamakiriad”), 
showing how these sophisti- 
cated jazz/rock compositions 
evolved from familiar 12-bar 
blues. You'll learn song struc- 
ture, harmonic and rhythmic 
characteristics, intros, riffs 
and more. $49.95 


TO ORDER, CALL TOLL-FREE 


1-800-33-TAPES 


OR WRITE: 


HOMESPUN VIDEO 


BOX 694K, WOODSTOCK, NY 12498 ¢ (914) 679-7832 
FAX# 914-246-5282 
¢ MasterCard/VISA/Discover accepted. 
¢ NYS residents add 7%% sales tax. 
© COD orders accepted in US only. 


Post. & Hand. US & Canada: $4.50 per video, $9 max.; 
Europe: $12 airmail per video; Asia & Australia: $20 airmail per video 


Call for FREE catalog listing hundreds of 
instructional video and audio tapes. 3/95 
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DR. JOHN 


NEW ORLEANS PIANO 

Two 60-min. videos 

These lessons are jammed 
full of the powerful playing 
and slowed-down instruc- 
tion of one of the premier artists 
of our time. 

VIDEO 1—The styles of Pro- 
fessor Longhair, Pine Top 
Smith, Fats Domino and others. 
VIDEO 2—The styles of 
Huey “Piano” Smith, Tuts 
Washington, Allen Toussaint 
and Mac (Dr. John) Rebennack 
himself. $49.95 ea.; both for 
$79.95 


WARREN 
BERNHARDT 


YOU CAN PLAY 

JAZZ PIANO 

Three 90-min. videos 

One of America’s leading 
jazz artists teaches chord 
progressions and voicings, 
scales and modes, proper 
fingering, improvisation, 
arranging blues, pop and 
jazz tunes, soloing and 
more. Includes jazz etudes, 
exercises and great original 
tunes. Each tape is a power- 
ful lesson that will provide 
musical insights, improve 
technique and help you 
become a more creative and 
accomplished keyboard 
player. 

VIDEO 1—Getting Started. 
VIDEO 2—Basic Keyboard 
Harmony. 

VIDEO 3—Soloing and Per- 
forming (with Mike DeMicco, 
electric guitar). $49.95 ea.; all 
three for $119.95 
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BILLY HINSCHE 


PLAY SONGS OF 
THE BEACH BOYS 
Piano Accompaniments 
To Rock Classics 


with an introduction by 
Carl and Audree Wilson 


90-min. video 

Master the ingenious chord 
structures and “hooks” that 
made the Beach Boys’ music 
an American pop music tra- 
dition. Billy Hinsche, their 
keyboardist for 20 years, breaks 
down nine classic Beach Boys’ 
tunes for players at all levels, 
examining progressions, 
rhythms, key changes, bass 
lines, arpeggios and other 
musical innovations. Songs: 
California Girls, Kokomo, In 
My Room, Little Deuce Coupe, 
Help Me Rhonda, Wouldn't It 
Be Nice, God Only Knows, Good 
Vibrations, Forever. $39.95 


You Can Play 


You Can Play 
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by David L. Burge 


T ALL STARTED in ninth grade as a sort of 
Le rivalry. 

I would slave at the piano for five hours daily. 
Linda didnt practice anywhere near that amount. 
But somehow she always seemed to have an edge 
which made her the star performer of our school. 

It was frustrating. 

What does she have that I dont? I'd wonder. 

Linda’s best friend Sheryl sensed my growing 
competition. One day she bragged on and on 
about Linda, adding more fuel to my fire. 

“You could never be as good as Linda; she 
taunted me. “Linda’ got Perfect Pitch? 

“Whats Perfect Pitch?” I asked. 

Sheryl gloated over a few of Linda's uncanny 
abilities: how she could name any tone or chord 
—yjust by ear; how she could sing any pitch she 
wanted—from mere memory; how she could play 
songs after only listening to them on the radio! 

My heart sank. Her fantastic EAR is the key to 
her success | thought. How could | ever hope to 
compete with her? | 

But later I doubted Sheryl’ story. How could 
anyone possibly know F# or Bp just by listening? 


An ear like that would give someone a mastery of — 


the entire musical language! 

Yet it bothered me. Did Linda really have 
Perfect Pitch? I finally got up the nerve and point- 
blank asked Linda if the rumors were true. 

“Yes, she nodded to me aloofly. 

But Perfect Pitch was too good to believe. I 
rudely pressed, “Can I test you sometime?” 

“OK, she replied cheerfully. 


I couldn’t wait to call 
her bluff... 


My plan was ingeniously simple: I picked a 
moment when Linda least suspected it, then boldly 
challenged her to name tones for me—by ear. 


_ playing any music. | made her stand 
_ so she could not see the piano key- 


_ everything up perfectly so I could 
expose Linda's Perfect Pitch claims 


the keyboard. 


somehow 


She could 
identify tones 


I made sure she had not been 


board. I made certain that other 
classmates could not help her. I set 


as some kind of ridiculous joke. 
Nervously I plotted my testing 


strategy. Linda appeared serene. Then, with silent - 


apprehension, I selected a tone to play. (She'll 
never guess F#!) 
Thad barely touched the key. 

“FE” she said. 

I was astonished. 

I played another tone. She didn’t even stop to 
think. Instantly she announced the correct pitch. 
_ Frantically, 
I played more —— 
and more 
tones here 
and there on 


But each time 
she would 


know the 
pitch. She was em 
SO amazing. “How in the world do 

you do it?” | blurted. 

| was totally boggled. 
as easily as colors) 

“Sing an E>? I demanded, determined to mess 

her up. 
_ With barely a pause she sang the proper pitch. 
I had her sing tone after tone (trying hard to make 
them increasingly difficult). But as I checked her 
on the keyboard, | found that she sang each note 
pertectly on pitch. 

I was totally boggled. “How in the world do you 
do it?” | blurted. 

“I dont know,’ she sighed. And to my dismay, 
that was all I could get out of her! 


SKEPTICAL? Then send for your FREE Perfect Pitch 


They LAUGHED when: 
| said they could have 


Perfect Pitch 


—until I showed them the secret! 


you his simple secret to 
fsof your own virtuoso ear. - 


The dazzle of Perfect Pitch hit me hard. My 
head was dizzy with disbelief, yet from that. 
moment on I knew Perfect Pitch is real. 


‘I couldn't figure 


it out... 


“How does she DO it?” | kept asking myself. On 
the other hand, why can't everyone recognize basic 
musical tones by ear? It dawned on me that most 
people cant tell a simple C from a C4, or the key of 
A major from F major! It seemed so strange that a 
musician would not know tones—like a painter 
who doesnt know colors! Or a mathematician 


_ who cant recognize numbers! Or an English 


teacher who cannot identify a dangling participle! 

I found myself even more mystified than before. 
Humiliated and puzzled, I went home to work on 
this intriguing problem. At age 14, this was a hard 
nut to crack. 

You can be sure I tried it myself. I would sweet- 
talk my three brothers and two sisters into playing 
tenes for me, then Id try to guess each pitch by 
ear. My many attempts were dismal failures. 

So I tried playing the tones over and over in 
order to memorize them. | tried to feel the “high- 
ness” or “lowness’ of each pitch. | tried day after 
day to learn and absorb those elusive tones. But 
nothing worked. I simply could not recognize the 
pitches by ear. 

After weeks in vain, I finally gave up. Linda’ 
Perfect Pitch was extraordinary—a prized trophy 
of talent and virtuosity. But for me, an ear like — 
that was way out of reach. 


ee ee 
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Lesson #1 with university research results (see coupon)! 


Then it happened... 


It was like a miracle. A twist of fate. Like 
finding the lost Holy Grail. 

Once I had stopped straining my ear, | started 
to listen NATURALLY. Then the incredible secret 
to Perfect Pitch jumped right into my lap. 

I began to notice faint “colors” within the tones. 
Not visual colors, but colors of pitch, colors of 
sound. They had always been there. But this was 
the first time I had ever “let go”—and listened— 
to discover these subtle differences within the 
musical tones. 

Soon—to my own disbelief—I too could recog- 
nize the tones by ear! It was simple. I could hear 
how F# sounds one way, while B> has a different 
sound—sort of like “listening” to red and blue! 

The realization struck me: THIS IS PERFECT 
PITCH! This is how Bach, Beethoven and Mozart 
could mentally envision their masterpieces—and 
name tones, chords and keys all by ear—by tuning 
in to these subtle “pitch colors” within the tones. 

It was almost childish—I felt sure that anyone 
could unlock their own Perfect Pitch by learning 
this simple secret of “color hearing.’ 

Excitedly I told my best friend Ann (a flutist) 
that she could have Perfect Pitch too. 

She laughed at me. 

“You have to be born with Perfect Pitch,’ she 
asserted, believing that somehow | always had it. 
“You just don't understand how Perfect Pitch 
works, I countered. “Not long ago I couldn't 

recognize one note. Now it's easy!” 

I showed her how to listen. Timidly, she con- 
fessed that she too could hear the pitch colors. 
From this simple discovery, it wasn't long before 
Ann had also acquired Perfect Pitch! 

We became instant school celebrities. Class- 
mates loved to test our abilities, leaving everyone 
awed and amazed by the power of our virtuoso 
ears. Everyone was fascinated with our “super- 
natural” abilities, but to us it was normal. 

Way back then I did not know the impact I 
would have when years later I explained my 
discovery to college music professors. I was 
surprised that many of them /aughed at me at 
first. You may have guessed it—they told me, 
“One must be born with Perfect Pitch.’ Yet once | 
revealed the simple secret to Perfect Pitch—and 
they heard for themselves—youd be surprised at 
how fast they would change their tune! 

As I continued with my own college studies, my 
Perfect Pitch ear allowed me to progress far faster 
than I ever thought possible. I even skipped over 
two required courses. Perfect Pitch made every- 
thing easier—performing, composing, arranging, 
sight-reading, transposing, improvising—and 
it enhanced my enjoyment of music as well. | 
learned that music is definitely a HEARING art. 


And as for Linda? 


Oh yes—T'll have to backtrack a little. Time 
eventually found me at the end of my senior year 
of high school. I was now nearly 18. In the four 
years since I had acquired Perfect Pitch, my piano 
teacher insisted I had made ten years of progress. 
But I was still not satisfied I had truly beat out 
Linda. Now it was my final chance to prove myself. 

Our local university sponsored a music festival 
each spring, complete with judges and awards. To 
my horror, they scheduled me as the last person 
to play—the grand finale of the entire event. 

Linda gave her usual sterling performance. It 
would be tough to match, let alone surpass. I went 
for it. Slinking to the stage, I sat down and played 
my heart out. 

Guess what? I scored an A+ in the most 
advanced performance category. 

Linda only got an A. 

Sweet victory was music to my ears—mine at last! 


Now it’s YOUR turn! 


These days, thousands of musicians around the 
world and research at two universities have also 
proved my Perfect Pitch method (info on request). 

Now Id like to show YOU how to experience 
your own Perfect Pitch! To start, you need only a 
few basic instructions. I’ve had lots of fun revealing 
my method in my Perfect Pitch® Super- 
Course. /ts easy—and you don't have to read 
music! It’s also guaranteed to work for YOU— 
regardless of your instrument, your playing style, 
or your current ability level. 

Try it yourself: Just order your own Perfect 
Pitch® SuperCourse and play the first two 
cassettes. I promise you will hear the Perfect Pitch 
colors that I'll start you on—or you can return the 
Course for a full refund. Youve got my word on it. 
You can even read my short handbook and check 
your progress with no risk. You'll find a dramatic 
improvement in your pitch and your playing in only 
40 days, or return the Course and I'll personally 
make sure you get a refund—no questions asked! 

Think of the possibilities that Perfect Pitch can 
open for YOU and your music. Imagine how it can 
improve your playing, your singing—your own 
creativity and confidence. 

And picture your friends’ faces when YOU can 
name tones and chords with laser-like precision! 

Please—dontt you laugh, too! At least not until 
you give me a chance to formally introduce you to 
YOUR VERY OWN Perfect Pitch! 


PS. FREE BONUS TAPE: Try the Course 
right now and we'll also send you my 90-minute 
companion tape on Relative Pitch (a $14.95 
value)! It’s the icing on your ear-training cake— 
yours to keep FREE—even if you decide to return 
your Perfect Pitch SuperCourse for a full refund! 


ORDER NOW! For fastest service: 


The Perfect Pitch® SuperCourse 
is for ALL musicians/ALL instruments, beginning 
and advanced. No music reading skills required. 
SUPERCOURSE includes 5 audio cassettes + easy 
handbook + FIREE 90-minute bonus tape on 
Relative Pitch. 40-day money back guarantee. 


Call our 24-hour Order Line NOW 
and charge your Visa/MasterCard: 


(515) 472-3100 


FAX: (515) 472-2700 
eee eee ee 


p> You'll experience your 
own Perfect Pitch— 


or your Course price is refunded! 


[J ie ES! Show me how to experience 


my OWN Perfect Pitch! Enclosed is my course fee 
of only $99 plus $6 shipping. Send me Burge’s 
complete Perfect Pitch® SuperCourse 
with the full 40-Day Money Back Guarantee. 

ll start with the handbook and first two tapes. 

I must notice an immediate and dramatic improve- 
ment in both my pitch skills and my playing—or I'll 
return my Course within 40 days for a full prompt 
refund, no questions asked. If I decide to keep my 
Course and continue my ear-training, I'll open the 
remaining three tapes (all included) for advanced 
instructions. My FIREE 90-minute bonus tape 
on Relative Pitch (a $14.95 value) is mine to keep, 
even if] return my Perfect Pitch® 
SuperCourse for a refund! 


Check here if you are undecided about ordering now: 
(J I'd like more info. Send me Perfect Pitch Lesson #1 (written) 
with full Course details—FIREE with no obligation. 


NAME 
ADDRESS 
CITY 


STATE ZIP 

Please allow 4-6 weeks for delivery. For 1-week RUSH delivery from our studio 

add $2 (total $8 shipping) and write “RUSH!” on your envelope. Foreign orders 

(except Canada) send $3 shipping for complete FREE information, or $18 ship- 

ping for complete Course (airmail). U.S. funds only. Iowa residents add 5% tax. 
Make check or money order payable to: American Educational Music. 

Canadians may remit bank or postal money order in U.S. funds. 


L) My check or money order is enclosed. 
4 ( | 
\ 
J} Please charge my: 


CARD NUMBER 


SIGNATURE 


Mail to: American Educational 
| Music Publications, Inc. 
Music Resources Building, Dept. M-111 


1106 E. Burlington, Fairfield, [A 52556 


The fact is, you won’t get 
a deal if you can’t get your 
tape solicited by a major 
label or publisher. We work 
with seventy-five of them. 
You're curious but suspi- 
cious. So were hundreds of 
other songwriters, artists, 
and bands who have 
become members. Now 
their tapes get to A&M, 
Atlantic, CBS/Sony, Elektra, 
Epic, MCA, Mercury, 
Motown, RCA, SBK, Virgin 
and many more. Sounds too 
good to be true, until you 
find out how we do it. Then 
youll wonder why nobody’s 


ever done it before. 


A&R Vehicle 


Call now, before 


you get distracted. 


1-800-498-2111 


Sponsored by 
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didn’t actually feel he belonged to? 

Four decades later, that’s what. The ac- 
count is coming due, and from this angle the 
price looks too high. 

From his father’s death to his 40th year, 
he overtly fought the world and covertly 
fought the one person no son can ever really 
“defeat”: his own mother. By the time | was 
born he had lost both struggles. He had given 
in. With nothing to measure himself against 
except other people's possessions, with no 
purpose of his own in life, his spirit died hard, 
leaving his mind and body behind to walk 
through the motions. 

Now he is 80. Emphysema riddles his 
lungs. Arthritis pains his joints. The mother 
he became mock-husband to is emotionally 
and mentally lost to him, just a bitter tape 
loop cutting him from her nursing home bed. 
The wife he could never really love is content; 
she finally has him to herself. The sons he 
could never really understand put up with 
him from their varying emotional and phys- 
ical distances, with the one he cared for the 
most, me, now 23 years lost to him on the 
far side of the greatest gulf of all. As for him- 
self, he has absolutely nothing. He is hollow. 
Tap his heart and you can hear the echoes. 

Part of the family mythology is that this 
is not a sad picture. | don’t buy it. 

The little boy sleeping behind me has lost 
a father, too — to divorce, not disease, and 
in his case it might turn out to be the best 
thing that could ever have happened, because 
his bio-dad has the sensitivity and perception 
of a strip mine. Were he part of this boy’s 
life for more than occasional weekends, he 
might do him serious harm. This way is better. 
It leaves room for a changing cast of surro- 
gates, each appropriate to a given situation, 
who will collectively provide this sleeping 
boy with the most important thing that fathers 
ever give their children: the measure by which 
they know their own growth. 

Mothers give you the world. They hold 
and feed you in their womb while you build 
yourself, cell by cell, and then they release 
you into the universe you have come to see. 
Forever after they are your emotional source, 
your channel, your starting point. No matter 
how troubled your relations with your mother 
may become in life, no matter how much 
you rebel, you can never go all the way. 
Whether you remember it or not, you have 
shared too much. Whether you can feel it 
or not, deep inside you are not discontiguous 
souls. You overlap. 

Not so with fathers. Like it or not you are 
born coming to them, not from them, a po- 
larized relationship by whose magnetism you 
will guide your life. This distance is necessary 
because all children are necessarily in com- 


petition with all fathers. Put aside Freudian 
concerns. This cuts across gender. Male or 
female, your job as you grow up is not to 
rebel and prove your father wrong, but to 
rebel and prove him wrong in part, building 
a new, better place from which your own 
children can fly away from you. It works this 
way even if your father is terrific; all that gets 
you is even more distance in the generation- 
by-generation game. 

That’s it. No matter the local variation, 


no matter how the parts are passed around, 


they always work together to generate two 
separate pieces of a unity: something to be 
part of, so you know who you have been, 
and something to stand against, to find out 
what you could be. 

All you parents out there, either now or 
would-be, that’s all you have to remember. 
It is the only lesson in the plan. Give your 
children life and standards, and don’t deny 
them their possibilities. They will do the rest. 

My father did not have this. His mother 
filled his universe, and nothing and no one 
ever came along that was strong enough to 
shove her back into her proper half. As a result 
his intelligence was never realized, his social 
skills never fully developed, his talents left dead 
before delivery, and his innate creativity di- 
verted to the task of shoring up illusions instead 
of realizing dreams. He became an artist-in- 
negative, a master of attacking the very things 
he craved most. Small wonder he was so very 
angry with me when | left home at 17, just 
as he had. He thought | was headed for the 
same fall. In his own way, blind with pain, 
all he wanted to do was save me. 

Only if anything it is working out the 
other way. 

Tonight | am finally the same age that my 
father was when | was born, and | must take 
stock of myself against him. Not to put him 
down, but to honor him. Yes, he has largely 
wasted his life. That matter of metal again: 
He was not strong enough to beat the odds 
against him. But he didn’t give me an absence 
instead of a presence. He didn’t give me a 
vacuum. For that, on this night, with this 
sleeping boy to help guide, | am very grateful. 

What did my father give me? In truth, in 
the sense that the texture of the canvas un- 
derlies every brush stroke in a painting, he 
gave me everything that | now am. 

Here is the litany: 

By his faltering he has shown me that to 
give up, for an artist, is worse than death. 

Through his inability to feel he has taught 
me that nothing is more important than to feel. 

Through his fear and lies he has taught 
me to love bravery and truth. 

And through his silence he has shown me 
that what will save this world — if anything 
ever will — is to share. E 
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Buying or selling instruments through our Classified 
Ads offers you convenience, a big marketplace, and 
a wide range of instruments and prices. However, buy- 
ing mail order does have its drawbacks, too. Keyboard 
suggests the following guidelines to help the buyer 
and the seller in these transactions: 1) Get a written 
description of the instrument, which should include 
the serial number; 2) Get front and back photos of 
the instrument; 3) Get a written purchase agreement, 
with a 24-hour approval clause allowing the buyer to 
return the instrument for a full refund if it does not 
meet his/her reasonable expectations. 
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The Chapman Stick®. Chapman reworks and re- 
sells used instruments — optimum setup & action. 
For brochure, newsletter, etc., call Stick Enterpris- 
es at (818) 884-2001. (No affiliation with Traktor 
Topaz/Action Marketing.) 


HAMMOND ORGAN models A through X's and 
Leslie speakers, reasonably priced. Service & 
modification available. We buy old Hammonds. 
Advance Organ, New Hampshire: (603) 679-2703. 


ALAN’S DISCOUNT MUSIC 


e Keyboards, Workstations, Synths 
¢ Rackmount Modules 
¢ Notebooks, Software 
¢ Drums, Guitars, Amps. . . more! 
(800) 308-ALAN “Ask for JW” 


KENTON PRO-2 2-channel MIDI>CV, $339.00 + 
$10.00 shipping. Big City Music: (818) 985-0855. 


Buy & Sell Used/Vintage/New Equipment. Cat- 
alog available. Echo Park Music & Sound, PO Box 
486, Park Ridge, NJ 07656. (201) 930-9660; FAX 
(201) 930-9678. 


#@Seesese see ee Steseseeee SSeS eseseeese et HHS He Ee SE EG a 


We Want Your Used Keyboards, Recording 
And Audio Equipment. We'll airmail you cash 
or take your stuff in trade toward over 350 brands 
of new and used musical equipment. Come in or 
do it all through the mail! Worldwide delivery! 
65 years in business. Call, write, or FAX us today 
for price quotes and details. Caruso Music, 20 
Bank St., New London, CT 06320 USA. (203) 442- 
9600. FAX: (203) 442-0463. 


B-3 WORLD! ORLANDO, FLORIDA! At Keyboard 


Exchange International. Cash paid, B-3/C-3 Ham- 
monds/Leslies. Nationwide pick-up! Worldwide 
shipping! Best selection! 8651 Portside Ct., Orlan- 
do, FL 32817. (407) 671-0730 or FAX (407) 671- 
2272. Referrals appreciated! 


Waldorf Products 


MicroWave: True analog filters + new 
V2.0 wavetables and user-programmable 
wavetables = no limitations. From the fattest 
vintage analog sounds to the most futuristic 
and unimaginable timbres. Vast sound library. 


WAVE: The most creative and intuitive 
synthesizer ever developed. Over 150 hard- 
wired controls let you sculpt your original 
sounds with unprecedented depth and 
control. Create your own wavetables right 
in the unit. No compromises for the 
uncompromising synthesist. 


Ultimate Waves Vol. 1: The vastness of the 
WAVE at an affordable price in this mixed-mode 
CD-ROM package. Wide variety of sounds 
includes some of the deepest textures and 
most original bass sounds you've ever imagined. 


USA + Canada Sales 
Don Meissner Music 
Tel: (212) 406-0227 FAX: (212) 964-9077 
CompuServe: 73057.420 


HORN PLAYERS! 


Digital MIDI Horn connects to any 
MIDI sound source to open up a 
whole new world of sounds. So 

affordably priced that every musician 
should have one! Only $99.95! 


Call C.E.C.: (414) 784-9001 


| Buy Synthesizers! Sell too! Walt Whitney; call 
and leave message. (314) 428-8430. 


ROLAND WANTED: TB-303, MKS-30, SH series, 
Jupiter series, TR-909, ALL EML, CS-40M. (614) 
694-5164. 


YRS MeleDel SYSTEMS 


State of the art technology with service in: 
MIDI KEYBOARDS/MODULES « DIGITAL AUDIO « 


COMPUTER SOFTWARE/HARDWARE 


176 Oxford Rd., Fern Park, FL 32730 
(800) 977-9789 * FAX (407) 331-8239 


ROGUE MUSIC - World's largest dealer in used 
musical, recording gear. Typical prices: Yamaha 
TX81Z $289.00, TG55 $329.00, Tascam 38 
$995.00, DX4D $169.00, 388 $1,295.00, Akai 
$2800 $1,050.00, S2800S $1,595.00, Alesis ADAT 
$1,895.00, Roland D-110 $289.00, JD-990 
$1,050.00, JX-8P $389.00, Casio FZ-1 $629.00, 
Ensoniq ESQm $299.00, Korg SDD-3300 $275.00, 
Kawai K5M $369.00, Simmons SPM8:2 $195.00, 
Atari 1040ST $295.00. 3-month warranties. Com- 
puter specialists in new and used Mac and Atari 
hardware and software. Ship COD, trade-ins, or 
take cards. Roland, Korg, Ampex, DOD dealers. 
Get on mailing list. Rogue Music, 251 W. 30th St., 
New York, NY 10001. (212) 629-3708; FAX (212) 
947-0027. 
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An ad in KEYBOARD's Classifieds reaches more than 68,000* serious musicians for only $2.50 per word plus $7.00 for an address. Minimum charge: $25.00. Please 
underline words to appear in bold type and add 50¢ additional per bold word. Please indicate clearly any words to appear in all caps and add 25¢ per all cap word. 
Display Classifieds are $145.00 per column inch; 4-3/4" maximum; Call/write for more information. Upcoming deadlines: February 15th for the May issue, on sale 
in early April; March 15th for the June issue, on sale in early May. Ads received after the deadline will be held for the next issue unless otherwise specified. Businesses 
must list business name in ad. All ads must be paid in full in advance. All ads must be music-related. Stated or implied discounts on new equipment are not allowed 
(manufacturers may revise their own prices). Advertisers must provide us with complete name, full address (PO Boxes are not sufficient), and phone number, whether 
or not included in the ad copy. Mail ads to: KEYBOARD Classifieds, Attn: Amy Miller, 411 Borel Ave., #100, San Mateo, CA 94402 or FAX (with MC, Visa, or AMEx 
only): (415) 358-8729. For more information, call Amy Miller at (415) 655-4132. (*Circulation; does not include pass-along rate.) 
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Please type or print your ad clearly. Use a separate piece of paper if you need more room. TO COMPUTE COST OF AD 
Name 
= words x $2.50 = 
Address # bold words x $ .50 = 


# ALL CAPS wds x $ .25 =... 3 
Address $7.00 => 


Total cost per issue = 
a aati ee Saas SNe ae eer ed, (minimum $25.00) 
x number of issues to run x 


State Zip Total payment = 
©) Payment enclosed, or Charge my 
Telephone O Visa © MasterCard © American Express 


(do not include address when counting words) 


Card # 


Include phone # in ad? Oyes Ono Po 
Expiration date: 


(counts as one word) 


Under which category would you like your ad to appear?. 
Ol Instruments (© Parts/Accessories (© Recording Services/Supplies 
K Instruction Sounds & Software © Records/CDs/Tapes OM Employment CO Other Signed: 
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HAMMOND Organ / Leslie Speaker 
Mail Order Parts & Service 


¢ Leslie 122 / 147 amplifier rebuild $199 
¢ Leslie 122 / 147 tube set $109 
¢ B-3 T-shirts $12 
e Leslie 15” woofer $149 
¢ Tonewheel generator capacitor kit $90 


Equipment Lease / Rental & Tech support 
for Touring Bands 
New/Used HAMMOND Church Organ & Leslie Sales 


WE SHIP WORLDWIDE!! 
MASTERCARD / VISA Accepted. 
HAMMOND / LESLIE Sales & Service “Since 1940” 


GOFF Professional 


Sales, Service, Rebuilding, Rentals, and Parts 
175 Costello Rd., Newington, CT USA 06111 


Phone (203) 667-2358 


ANALOG synthesizers WANTED: MODULAR and 
smaller, ARP, MOOG, ROLAND etc. Also: 
Vocoder, Theremin, TR-909, TR-808, etc. (818) 
980-6983. 


SYNTRONICS Electronic Music Repair. Synthe- 
sizers, amplifiers, and effects. Vintage keyboard 
service/MIDI upgrades. 466 Commonwealth Ave., 
Boston, MA 02215. (617) 266-5039. 


ANALOG SERGE monuLar 


4X 


SOUND TRANSFORM SYSTEMS 
vox $10-465-6896 Oakland CA __ fax 510-465-4656 


WURLITZER electric pianos. Restorations with 
new parts. Most vintage keyboards bought, sold, 
or traded. VISA/MC. Numerous Complaints Mu- 
sic: (404) 351-4422: FAX (404) 351-4442. 


Chapman Stick. Buy and sell vintage, used. Trak- 
tor: (415) 435-7504. 


Casio Pro Gear - closeout priced! VZ-1, VZ- 
10M, VZ-8M, FZ-10M & FZ-20M. Call C.E.C.: (414) 
784-9001. 


Need Audio, MIDI, or Recording equipment? 


Buy only from the best! 


* Fastest growing music store in the country according to Music Trades 

Magazine, Aug. 1993. 

The only music store in the country on Inc. Magazine's Fastest-Growing 

company list in Oct. 1993. 

* The most knowledgeable sales consultants in the industry will make 
recommendations, so you'll get the best equipment for your music. 

* The largest and best technical support department. 

* Ail of the greatest equipment names in stock. 

Professionals who really care! 


Experience the Difference that thousands of customers have enjoyed. 
ly Experience the Sweetwater Sound Difference! 
sha ygetwater 5335 Bass Rd 


FT Wayne, IN 46808 


Try us today! (219) 432-8176 
Fax (219) 432-1758 


138  kEYBOARD/MARCH 1995 


ANALOGICS SELLS AND SERVICES ANA- 
LOG!!! Analog synthesizer support is our only job. 
We buy, sell, trade, and service!!! Prophet-5 and 
10 MIDI kits $125.00, Prophet-2000 memory ex- 
pansion $165.00, OB-8 MIDI kits $175.00. Also, 
ARP 2600 replacement modules. We ship COD 
and only sell what we have in stock! Others sell, 
but do they service? If you can’t get it fixed, call 
us. ANALOGICS, 5261 MAPLE AVE. EAST, 
GENEVA, OH 44041. (216) 466-6911. 


CALL US NOW... 7TO GET THE SAME EXPERT 


ADVICE, SERVICE, AND PRICES THAT WE PRO- 
VIDE TO SOME OF THE WORLD'S BIGGEST 


ARTISTS. CALL OR WRITE: R.I. MUSIC, 96 
BROAD ST., PAWTUCKET, RI 02860. (401) 725- 
7829. {SE HABLA ESPANOL! 


: Don’t Get Beat | 
| 8TH STREET MUSIC | 
: (800) 378-8882 


Philadelphia’s Largest Musical 
Instrument Dealer!!! 


8th Street Music, 1023 Arch St. 
\ Philadelphia, PA 19107 
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ROLAND JUPITER-8, mint condition, never modi- 
fied. $1,200.00 O.B.O. (310) 475-7982. 


TONS OF SUPER-CLEAN, USED MUSIC EQUIP- 
MENT. Yamaha, Roland, Korg, Ensonig, Kurzweil, 
Akai, Kawai, E-mu, Tascam, Soundcraft, and hun- 
dreds more. COME IN OR DO IT ALL THROUGH 
THE MAIL! 65 years in business. Trades welcome 
and WORLDWIDE DELIVERY. Call, write, or FAX 
us today for prices and details. CARUSO MUSIC, 
20 Bank St., New London, CT 06320, USA. (203) 
442-9600. FAX: (203) 442-0463. 


New & used. 

All major brands. y= 
International 
shipments. 


24-track recording complex. 


(800) 821-7817 ¢ For mailing list & catalog: 
769 Yonkers Ave., Yonkers, NY 10704. 


SWORDS MUSIC CO. INC., 4300 E. Lancaster, 
Ft. Worth, TX 76103. Pro gear, guitars, amps, 
drums, keyboards, samplers, digital and analog 
multi-track recorders, EFX, band, etc. We'll ship in 
USA. CALL US FOR PRICES: (800) 522-3028. 


USED Keyboards! All brands digital, analog. Dif- 
ferent keyboards weekly. Buy/sell direct with mu- 
sicians. The Keyboard Network, (818) 385-4077. 


A-Z OF ANALOGUE, PART ONE (A-M). COMPRE- 
HENSIVE, DETAILED ANALOG SYNTHESIZER 
ENCYCLOPEDIA. 80,000 WORDS, 96 FULL-COL- 
OR ILLUSTRATIONS, 700 SYNTHESIZERS/ 
MODULES. ESSENTIAL. £16 STERLING (VISA/ 
MASTERCARD), SHIPPED AIRMAIL. SUSUR- 
REAL, STAR HOUSE, SANDFORD, CREDITON, 
DEVON, EX17 4LR, ENGLAND. 
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SUPER HOT O1/W fd RAFFLE !! 


Thats right only one ticket gives you 
A chance at four Prize categories ! 

THE HOTTEST KEYBOARD GEAR AROUND ! 
(1) GRAND PRIZE:Korg O1/Wfd Music Workstion. 
(1) FIRST PRIZE:Korg Wavestion SR. 
(2) SECOND PRIZES:O5R/W GM Sound Modules. 
(3) THIRD PRIZES: Korg G4 Rotary Speaker 
Simulators. 

INONLY 7500 TICKETS AVAILABLE!! 

Hurry Tickets Wont Last Long |! 
Tickets $4.00 Each Qty 
Send Check or Money Order To 
Little Bear Music @$4.00 : 
P.O. Drawer 1629 Total A 
Brandon,MS.39043 Do Not Send Cash i> 


Leusineeckis ST. Zip 
Drawing Held May 15th 1995. 


WANTED: Minimoog, Memorymoog, TB-303, SH- 
101, MC-202, TR-909, TR-808, DimensionD, ARP 
2600, Odyssey, Quadra, CX-3, Matrix-12, Xpander, 
Jupiter-8, Jupiter-6, ProOne, MPC-60, SP1200, 
Source, Prophet-5, MS-20, Juno-106, SH-101, 
MKS-80, MPG-80, M1, RX7, SPX90, DJ70. Please 
write with price and description: Dick Michaels, 
199 W. 10th St., New York, NY 10014. 


THE CHEAPEST 
WAY TO OUTFIT 
YOUR ENTIRE 
BAND! 


--- when you're ready te rock! 
THE WORLDS LARGEST 


USED EQUIPMENT DEALER 


5 - 6 MILLION DOLLARS OF Used & New Guitars, 
Amps, Drums, dinigeey 3 Auto Gear, Effects 
and 


MONEY BACK GUARANTEE! 
Now Offering A Huge Selection Of 
ROCK MEMORABILIA! 


Call or write today for your FREE catalog: 
Daddy's Junky Music 
Used Gear By Mail 
P.O. Box 1018 KP 
Salem, NH 03079 


CALL: 603-894-6492 
FAX 603-893-7023 
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SOUND DEALS, INC 


(800) 822-6434 


Keyboard Salespeople Needed. Career opportu- 
nity. Join one of the fastest-growing, best-located, 
and oldest stores in the country. Great pay, bene- 
fits, and hours. Spanish-speaking a plus. Please 
send resume to Caruso Music, 20 Bank St., New 
London, CT 06320 or call (203) 442-9600, ext. 
410. Discretion assured. 


ANALOG MODULAR 
We buy, sell, and trade ALL analog synths — 
especially Moog, ARP, Buchla, Serge, Roland. 
Tel (USA) (213) 850-5216 * FAX (USA) (213) 850-1059 
EXCLUSIVE “UK Museum of Synthesizers” 
books + videos available now. 


American Pro Audio 
Digital Workstations 


Software * Keyboards 
Recorders * DAT 
Consoles 
Leasing and financing. 


Call For Prices! 


Digidesign * Opcode ¢ Otari * Roland * Korg 

Prodisk * Yamaha * Fostex * Dolby * Soundtracs 

DDA * Ramsa * Trident * Neumann * Tannoy 
Eventide * TC Elect * Summit 


612-938-7777 


Mr. Mike’s Music - Call us for great deals on 
used keyboards, drum machines, effects, and 
recording gear. Ensoniq EPS-16 Plus $1,650.00, 
Roland TR-808 $750.00, Korg DSS-1 $800.00, 
Roland SC-33 $475.00, Yamaha TX16W (mint) 
$750.00, Yamaha REV-7 $650.00, Korg DS-8 
$475.00, Roland MKS-70 $750.00, Korg DRV-3000 
$325.00. What's this? . . . Synclavier Il $8,500.00, 
Roland R-5 $375.00, Boss SE-70 $600.00, Yamaha 
TG55 $500.00, Korg SDD-3300 $375.00, Korg 
DW-6000 $300.00, Ensoniq VFX-SD $1,150.00, 
Alesis SR-16 $200.00, Roland P-330 $275.00, Tas- 
cam M-520 $2,850.00, Kawai K8M $250.00, Ale- 
sis Microverb Ill $200.00, Yamaha GEP-50 
$245.00, Tascam 488 $1,000.00, Kurzweil Pro-76 
$999.99, Roland MKS-100 $300.00, Peavey SP 
$750.00, Alesis 1622 $475.00, Tascam M-208 
$575.00. We like to buy! We like to trade! We 
love to sell... Call now! Mr. Mike’s Music, 816 
A. East Main St., Carbondale, IL 62901. (618) 529- 
3444; FAX (618) 457-6605. 


SYNTHLOCATOR: MOOG MODULAR cabinets, 
MKS-50, PG-300, CR-5000, MOOG SONIC-6, 
EML-200, ARP 2600 keyboard, Minimoog. (614) 
694-5164. 


Have you seen Caruso Music’s display ad listed 


under retailers in the back of this magazine? 


VINTAGE KEYBOARDS. Buy, sell, and trade. The 


Starving Musician, 3427 El Camino, Santa Clara, 
CA 95051. (408) 554-9041. FAX (408) 554-9598. 


PARTS/ACCESSORIES 


REMOVE VOCALS from music — Tanco Voice De- 


coder — $79.95. Fully guaranteed. Call (813) 847- 
9319 for pre-recorded demo/ordering information. 


OMNIRADE 


STUDIO FURNITURE for the discriminating musician 


800-332-3393 


P.O.BOX 1792 SAUSALITO, CA 94966 


EMAX Il: New hard drives installed or existing 
hard drives upgraded. 270Mb installation: 
$300.00. 342Mb upgrade: $225.00. Call for com- 
plete price list: M.A.S. Labs, (406) 587-3161. 


— Cellini Cases — 
World Class Flite Cases at Dealer Cost 
(305) 523-1461 
Ft. Lauderdale, FL 


SINGERS oe 


thompson, ‘Vocal Eliminater™ 
Cate e De mo Record. 


Singer's Supple, De pt KB 
7982 age pga Trail 
Lithonia, GA 30058 
24 Hour ee info Request 
Line {404}482-2485 Ext 21 
Singer’s Supply - We Have Anything & Eve: 


We support these fine companies- 
KURZWEIL + ENSONIQ 
AKAI *« ALESIS + KORG 
ROLAND « EMU * YAMAHA 
PEAVEY * KAWAI ¢ CASIO 
DIGITAL RECORDING & EDITING 
COMPUTERS + SOFTWARE: ADAT 
KEYBOARDS * MULTIMEDIA 
MIDI I/F * SYNC BOXES * CD-ROM 
RAM/ROM CARDS + MEMORY 


A Ensoniq EPS-4X RAM 
fg EPS & EPS16+ SCSI I/F 
Ensonig Sequencer Memory 157 
vi DX7 & DX7II RAM Cartridge 75 
Yamaha TX81Z 5XRAM = 137 


ASR-10 S760 K2000 


= an 
Gees, or 
FREE Gees, 


119-789-6558 


Groen - - SP SXIil 
B00 Fee si f s770 A M pes 


ie Seas eilaame©9-10/12  SampleCell 
RAMONA, CA 92065 R HIPPIN 
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PARTS/ACCESSORIES 


DusKuvir™ 


DUST COVERS 


Protect Your Valuable Keyboards, ‘action 
Consoles and Audio Equipment! Guaranteed! 
* Premium quality vinyl « Black, clear or gray « Custom-fit sizes 
Kable Kuvir" Kits +» Pop Filter Mic Screens 
+ Dust Luvir” Wool Duster 
pena 


Order Today! = jepro 
(800) 472-7707 apn aap cage 


Attention KORG CX-3 and BX-3 owners: A re- 
placement circuit board is available for the obso- 
lete SM304 ICs. We also buy, sell, and service. For 
more info, call or write: Resurrection Electronics, 
3504 King St., Austin, TX 78705. (512) 451-5900; 
FAX (512) 323-5152. 


CASSETTE LABELS custom printed. $29.00 FOR 
300. (800) 995-4282. 


TDK PRO SA BULK 


Custom Loaded ¢ High Bias Cobalt Cassettes 
(Unlabeled and Unboxed) « (800) 859-3579 
NOW! Recording Systems «32 W. 39th St. NYC 10018 


Your music on 


CD 


Improves the sound of any room & allows more 
accurate mixes. Prices begin at just $8.99. 


CLIENTS: Ford Motor Co. + Warner Bros. ° 
Opryland USA « Hitachi * Rockwell * Kodak 
Dennis DeYoung (Styx) Bell Labs * Editel (The § 
Fugitive, Natural Bom Killers, McDonalds) * Carvin | 
¢ Baldwin « Not Just Jingles (NFL on Fox, Coke, Bags 
ABC) + Music Bakery * Martin-Marietta - » US 
Gov't + Pat Woodland (Late Show With D. ont Pa 
Letterman, Disney, I'll Fly Away) * Mike Wanchic 
(J. menial Bl er \ aaa _ . More:&: 
Brdcsting.) ° jome Video (ABC News, Apple i 
i ¢ Penn State iS Gel Less!. 


Sy SSS 


Records) * Manley Labs > M 


1-800-95-WEDGE 


DISCover CD 


1000 D1SCs for ONLY-$ 1,250! 
YOUR DAT to 74 M OISC- 3 45! 


1-(810)-228-8511 
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DAT to 74-minute CD — $32.00 


Absolute best prices — guaranteed. 
Quantity discounts ¢ Tyler: (801) 966-7771 
at $49 ech, ’"S eee 

LA, CA 90068 


get the 3rd 
(213) 969-0908 


one free. 


INSTRUCTION 


Jazz Studies For Piano. Learn from ten solos 
some of the figures you need for improvisation. 
Write to Claremont Publishing, PO Box 70, Ha- 
zleton, PA 18201. FAX (717) 455-6371. 


EXPERIENCE THE INTERNET!! Thousands of 
Notated Songs, Unlimited Resources, FREE 
ACCESS!! Educational Research for Internet 
Navigators, 3588 Plymouth Rd., Suite #115, 
Ann Arbor, MI 48105. (800) 588-ERIN. 


Recording Engineer 
Radio Announcer 


ON THE JOB TRAINING IN LOCAL 
RECORDING STUDIOS /RADIO STATIONS. 
Part time, nights, weekends. No experience 


required. Free brochure and recording tells how. 
For Audio Engineering call 


1-800-295-4433 


For Radio Announcing call 
1-800-858-4241 
Recording/Radio Connection Divisions of Career Connection. 
Employer Trained Altemative Education. 


Learn Keyboard By Video with Talc Tolchin. Vol 
1: Scales, improvisation, chords, rhythm. Vol 2: 
Ear training. Vol. 3: Blues. Vol. 4: Exercises. Vol. 
5: Songwriting. Vol. 6: Demo production. $50.00 
each; 3 or more, $40.00 each. Postage $3.00. 
Billboard: “Highly recommended.” Video Review: 
kkk. Keyboard: “Could help absolute begin- 
ners start sounding good fast.” Forte Produc- 
tions, Box 325K, San Geronimo, CA 94963. (415) 
488-9446. 


DIAL-A-PIANO LESSON! Free 3-minute record- 
ed lesson on chord techniques. Call anytime. 
(503) 664-6751. 


Learn Piano Tuning, Repairing, And Regu- 
lating, taught by Craftsman technicians. Com- 
plete correspondence course includes written and 
video tape training material, Apprentice Training 
Manual, much more. Licensed by Department of 
Education. Approved for Veterans Training. Randy 
Potter School of Piano Technology, 61592 Ori- 
on Dr., Bend, OR 97702. (503) 382-5411. 
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INSTRUCTION 


FREE BROCHURE on the most outstanding 
VIDEO keyboard learning method available. The 
BEGINNING KEYBOARD series is the easiest 
way to learn to read music and play any keyboard. 
Call or write ATP, 611 Lacey Way, North Salt 
Lake, UT 84054. Phone: (801) 292-6331. 


is the incredible new keyboard 
method that everyone's talking 
about! 500 pages of step-by-step 
instruction on playing pop, rock, 
funk, country & gospel styles. All 
800 music examples in the book 
available on tapes & MIDI files. 
"I wish I had this book when I 
was learning!" says RUSSELL 
FERRANTE (Yellowjackets). 
Call/write for free info on our 
keyboard & darohibeilel shaacaite 


ARISON MUS NUIT STEN 
PO BOX S6505, SHERMAN ORHS CA 91413. 


HARRIS 


FINGER FITNESS: Helping Hands Work and Feel 
Better. Send for FREE product catalog. Finger Fit- 
ness, PO Box 13359, Dept. K, Hamilton, OH 
45013. Tel: (513) 868-7933; FAX: (513) 868-9038. 


Accredited Two-Year Program offering Diploma 


in music, dance, record production. Catalog, audi- 
tions, information: (203) 246-2588. Hartford Con- 
servatory, 834 Asylum Ave., Hartford, CT 06105. 


FREE CATALOG! Learn to play with the best — 
Billy Hinsche (of the Beach Boys), Donald Fagen, 
Steve Allen, Dr. John, Warren Bernhardt, Andy 
LaVerne, Daniel Abrams, others. We've got the 
widest variety of video/audio music instruction 
tapes. Homespun Tapes, the BEST in music in- 
struction for 28 years! Box 694-KCL, Woodstock, 
NY 12498 or (800) 33-TAPES. 


% AMClintock 
PIANO COURSE 


A New Experience in Learning 


Have you wished you could read music and play 
the piano, but never had the time to take lessons? 


Now, without previous knowledge of music or 
the keyboard, you can confidently teach yourself 
at home—at your own pace. 

After 30 years of research and experimenta- 
tion, a complete Course (from basics to Bach) is 
available. Recommended by and for students, 
music educators and professionals. 


3 volumes of music and 8 volumes of correspond- 
ing text in 2 handsomely boxed sets. Price: $388 
plus tax where applicable. For a free brochure, 
write or call: McClintock Enterprises, 

853 Seventh Avenue, New York, New York 10019 
800-428-0018 or 212-956-3529 
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INSTRUCTION 


WHAT IS THE ULTIMATE LEARNING METHOD 
FOR MUSICIANS? WHY more and more serious 
musicians take full advantage of it? HOW to maxi- 
mize your practicing and learning efficiency? To 
receive your FREE introduction letter, write to 
MIND‘'S EYE METHODS, Dept. E, PO Box 14040, 
2398 Lakeshore Blvd., Etobicoke, Ontario, M8V 
4A2, Canada. 


%& TRAIN AT HOME Wig "i 


Easy Home-Study practical training in 


Muiti-track Recording. Join our successful 


Short cuts to playing blues, jazz, rock, gospel, 
new age, R&B, Latin. Book/cassette with optional 
MIDI file disks show you how. All levels. Free in- 
fo. (800) 748-5934. A.D.G. Productions, 15517 
Cordary, Lawndale, CA 90260. 


PIANO INSTRUCTION MONTHLY with personal 
instructor by video. Unique, nationally recognized 
method. Effective, convenient, affordable. MON- 
EY-BACK GUARANTEE. Brochure/reviews. PER- 
SONALIZED VIDEO PIANO METHOD, PO Box 
489, Madison, NH 03849. (603) 447-3535. 


Memorize Music Like Experts! 
MUSIC SUPER MEMORY 


Revolutionary, neu! music memorization technique! 
$22 plus $5 S&H 


You loo Can Have Perfect Pitch! 


The PERFECT PITCH DEVELOPER TAPES 
Learn the SECRET of Perfect Pitch! 
$20 hie $3.50 S&H Free Catalog 617-320-9542 
tgreen Music, P.O. Box 862-KB Islington, MA 02090 


ATTENTION Keyboardists: Beginners to pros. 
FREE report reveals how to sound like your fa- 
vorite keyboardists on recordings. (800) 548-5601, 
24 hours. FREE recorded message. 


Black Gospel Music In Print. Written for the pi- 
anist who cannot pick up black gospel by ear. No- 
tated exactly the way it is played. “Praise Him 
With The Gospel” by Charles F. Little, Ur. Book #1, 
$14.95, cassette $10.95. Book #2, $12.95, cas- 
sette $10.95. C.F.L. Music Publishing Co., Inc., 
Box 2028-KB, Lexington, KY 40594. 


CLASSIC NEW ORLEANS STYLE R&B piano 
licks. Audio cassette and charts. $8.00 delivered. 
Check/MO to Stuck Reed Productions, PO Box 
820818-129, Dallas, TX 75382. 


SOUNDS & SOFTWARE 


Club MIDI: New User Group! Ask for your FREE 
copy of our 20-page quarterly newsletter. Mem- 
bership only $15.95. Club MIDI, PO Box 1335, 
Manchester, CT 06040-1335. 


The Definitive Synthesizer Sound Library! 
Guaranteed! (213) 650-6602. ManyMID! Products, 
PO Box 2519, Beverly Hills, CA 90213. 


SCSCRSRSSSRRRSGCEBERRRSSEe UM 


IBM Macintosh Atari ST Amiga C64/C128 

Music/MIDI Software From $3.00 Per Disk! Hundreds 
Of Public Domain & Shareware Music Disks. Programs 
Available For Use With Any MIDI Instrument. Please 
Call Or Write Today For Your Free Catalog Disk! 


Please Specify Computer Type. 
Music Software Exchange 
Post Office Box 533334 
oa FL 32853-3334 
407) 856-1244 


SYNTH-CERELY YOURS. World's largest collec- 
tion of synth samples and sounds. You name it, 
we got it! (519) 745-0021; FAX (519) 745-0953. 
801 Weber St. East, Kitchener, Ontario, N2H 
1H5, Canada. 


L.B. Music Sequences - VVe sell sequences for 
Ensonig, Korg, Roland, Yamaha, IBM/SMF, Gener- 
al MIDI. Call for a free demo kit. (800) 3LBMUSIC 
(352-6874). 


Wind Controller Players! Patchman Music wind 
controller soundbanks will blow you away! Used 
with Earth, Wind & Fire, Hammer, Diana Ross. 
Call the wind controller experts. (216) 221-8887. 


EMAX, EMAX II, ENIX, ESI-32 
Super Memory-Efficient Samples 


Disks or Syquest. 5,000 different sounds ona 
44Mb Syquest for $299.00. All other samplers 


and sampler-based synths supported on 
Macintosh file format. Demo available. 
Stoklosa Productions (412) 279-8197 
PO Box 13086, Pittsburgh, PA 15243 


ATTENTION BAND-IN-A-BOX OWNERS *** 
FUNtastic, world-famous, aftermarket Power-Us- 
er Style Disks and Fakebook Disks make your 
music sound better *** FREE information *** 
Norton Music's Better Band, PO Box 13149, Fort 
Pierce, FL 34979-3149, USA. Voicemail/FAX: 
(407) 467-2420. 


Casio VZ-1/VZ-10m/VZ-8m owners: Super in- 
novative soundpatches you wouldn't have 
thought possible!.64 sounds and 64 operation 
memories. Available on Alesis data disk or mail 
in your RAMcard for a load-up. $29.95. Check/ 
MO to C. Bryant, 42 Back Bone Hill Rd., English- 
town, NJ 07726. 


SoundHead 


P.O. Box 486 
Park Ridge, N.J.07656 


Sound & Sample Disk Libraries 

Support For K2000, SoundDesigner II, 

Roland S-S760, JV /JD, & ESi-32 
Call or Write for Sound Catalog 


Analogue Noise CD-ROM 
For K2000 and Sound Designer II 
Moogs, ARPs, Prophets, Roland, 
Oberheims, Korgs, EML, OSC and 
Other Vintage Synths/Drum Machines 
(Over 500 Megs) $149.95 


Tel: (201) 930-9660 FAX: 9678 


SAMPLES on DAT: 900+ KILLER SOUNDS for 
YOUR SAMPLER! Drumkits, percussion, electric 
and acoustic guitars, saxes, brass, various synths, 
6 complete drum machines, sound fx, much 
more! Multi-sampled for UNBELIEVABLE realism. 
MOST COMPREHENSIVE SAMPLE LIBRARY 
AVAILABLE AT THIS PRICE! $29.95 (plus $2.00 
S&H) payable to: Sample Solutions, Dept. D, 356 
Ladybird Dr., Nashville, TN 37217. 


Live Studio 
Drumming 
in Real 
Time! 


Pop, Top 40, Jazz, New Age, Rock, 
Latin Percussion Loops. 3.5" Std. MIDI 


File Disc (General MIDI). Works w/all 
computers & Roland seq. 
Beatboy Drum Sequences, 
HCR1 Box 1A 193, 
Lackawaxen, PA 18435. 
(800) 838-BEAT(2328) 
INT’L CALLS (717) 685-1338 


CLASSIC ROCK SEQUENCES BY PETE SOLLEY. 
Producer for Motorhead, Nugent, Romantics, etc. 
Keyboardist for Clapton, Whitesnake, and many 
others. We are the best. $5.00 per song. Call 
(305) 979-8206 or FAX (305) 979-0943 for free 15- 
minute demo and song list. 


NEW! - LATIN MUSIC SEQUENCES - Salsa, 
Merengue, Cumbia, Bolero — Meticulous work 
FOR LESS. (201) 437-3797. TATIANA MUSIC, 92 
W. 49th St., Bayonne, NJ 07002. 


MidiGig™ GM/GS SEQUENCE SALE! LOWEST 
PRICES! CALL OR WRITE TO GET A FREE GM/ 
GS SEQUENCE. A Better Production, PO Box 
8544, Riverside, CA 92515. (909) 351-4528. 


TRYCHO TUNES 


PERFORMANCE SEQUENCES... 
Over 1300 current Top 40, oldies, standard, and c&w 
songs for most brands of sequencing equipment. 
We’re the oldest and still the best! 


Trycho Tunes are available at many fine pro 
audio/computer stores, or order direct at: 


1 (800) 543-8988 


TRYCHO MUSIC INTERNATIONAL 
2166 W. Broadway St., Suite 330 
Anaheim, CA 92804 
Fax: (909) 696-3571 


W-30/330/S-50/550 disk, ALL OTHER SAM- 
PLERS cassette. Hip-hop/dance samples. Drums, 
wah guitars, basses, more! 2-disk set $30.00; 
cassette $20.00. Send check/MO to: ZOUNDZ! 
PO Box 1036, Plaquemine, LA 70764. 


ENSONIQ SOUNDS! The best patches and sam- 
ples for every Ensoniq keyboard. EPS/ASR sam- 
ples, killer sounds for VFX/SD-1 and SQ-1/KS-32. 
Also available: Ensoniq’s Mirage, ESQ-1, and SQ- 
80 libraries. Slamming Casio VZ-1/VZ-10m 
patches! Syntaur Productions: (800) 334-1288. 
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“CLASSIC ROCK” 
COUNTRY” 
“REGGAE” 
“LATIN” 


The 
Latest Hot 
. Singles! 

TOLL FREE ORDER LINE BQ GE 
MIRAGE #107 


MIRA 
PRODUCTIONS STUDIO 1-800-678-4487 


axl ap et PLAY THE BEST! 


S\ 
A SS 
ITA \e “TOP FORTY” 


FREE 
CATALOG! 
MOST ALL FORMATS 
SUPPORTED 


FAX . 
904/734-0367 ® 


DeLand, FL 32720 
904/734-0447 


THE BEST SEQUENCES AVAILABLE. Tran 
Tracks has been providing professionals with the 
highest quality sequences for years! Our clients 
continue to say Tran Tracks are the best. Incredi- 
bly accurate programming. Large library of hit 
songs. Unparalleled technical support. Complete 
documentation. Immediate delivery. Formats: 
IBM, Macintosh, Atari, Amiga, Roland, Yamaha, 
Kawai, Alesis, Ensoniq, Brother, Korg. Licensed by 
major publishers. 5 songs or more — $10.00 each. 
MC/Visa /Amex. Free demo and catalog. TRAN 
TRACKS, 350 Fifth Ave. #3304, New York, NY 
10118. (201) 383-6691. FAX: (201) 383-0797. Toll- 
free order line: (800) 473-0797. 


DRUMS-ON-LINE 


Drums Should Be Played, Not Programmed 


Have live drum tracks added to your MIDI song files 
via modem or by mail. For information, call or write 
to Drums-On-Line, PO Box 251K, Lake Peekskill, 
NY 10537, (914) 528-0900, or send E-Mail through 
the ECI-BBS in conference #2 (914) 683-3665. 


Get That Live Feel 
Now In Our 4th Year 


Over 5,000 sequences featuring 
that “off-the-record” sound. 


Pop, Country, Classic Rock, Jazz, 


pe become the largest sequence company 
in the world because of our good looks. 


3 Shratton 
San Carlos, CA 94070 


1-(800) 593-1228 


Fax (415) 637-9776 
Int’l (415) 637-9637 
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SOUNDS & SOFTWARE 


KORG T RAM kits now in stock! 
°T1/Te/TS: 25 disks of new sounds. 


-PCM, programming, tutorials, expansions, support. 
“An excellent, inspiring collection.” - Keyboard, 9/93 
“Kk kkk khkkk kkk" (perfect rating) pg. 120 


e« DW-SOOO: Over 640 sounds available. 
Turbo-DW plug-in expansion on sale: $149. 
(Split, layer, transpose, local-off, 512 patches, etc.) 

(reviewed in Keyboard, 9/90, pg. 146.) 


ee TX8S12Z: 
great. ” _ Mark Grey, Keyboard, 6/93 
"kk kkk kkk kkkk*” (perfect rating) 
VISA eee nge Ci ty == MasterCard 
2 Liberty Place, Middletown, CT 06457 (203) 347-5166 


“These sounds are 


SOUNDS-SAMPLES-SONGS-HELP 
DOWNLOAD ALL YOU WANT! aie MIDI ml 
hourly fees - 25,000 ic fil 


DS a 


YAMAHA SY-77 SOUND 
18 DISK COLLECTION 5700 ag oc ORDER via MA ‘ 


nF nikita com 


00 MUNDELEIN, IL 


2OUNDE 


AKAI, E-MU, PEAVEY OWNERS!! We've got 
1,000’'s of killer INFINITY looped sounds. Memory 
upgrades too! Visa/MC. Sound Engineering, Attn: 
K3, PO Box 945, Frazer, PA 19355. Phone: (610) 
519-WAVE. 


MIDI JAZZ COMBO. Looking for GM, standard for- 
mat jazz sequences? We got ‘em. Get our se- 
quences disk — 12 songs, an hour of jazz for $24.95. 
Musicraft Studio, PO Box 1272, Laurel, MD 
20725. Call (301) 604-6297 24 hours — Visa/MC. 


Rags Complete - A complete repertoire of classic American 
Ragtime piano. Collection includes 100+ general MIDI files, IBM 
format. Approx. 5hrs. of play time. Composers include Hampton, 
Hoffman, Hunter, Johnson, Joplin, Jordan, Lamb, Lodge, Marshall, 
Matthews, Scott, Thompson, Turpin, Wenrich, and Woods. Specify 
3¥2"or 5%” disks. Send Check/M.0. for $29.95+$3.00 S&H (Texas 
residents add TH), OR Call toll free for VISA/MC orders. 

The ElectriClef Music Company 
Qy_. P.0.Box 639, LaPorte, TX 77572 
ikdbacebalbisibodbintbatbaatbedleniTatiaudbadbstll Tel. 1-800-579-4830 


REAL LATIN SEQUENCES available for most 
popular computers and sequencers. All GMIDI. 
Write or call for information. LATINO SEQUEN- 
CES, 5011 SW 139 PI., Miami, FL 33175. Ph/FAX: 
(305) 559-9102. Orders: (800) 322-2508. 


ANCE SA 


We have some of the best sounds at the lowest 
prices around. Call for your catalog of disks and CDs. 


Samples on 3.5” disk for: EPS, EPS 16, 
ASR-10, TS-10, S-50, 550, 330, 770, W-30 MIDI MARK 
$-906, S-950, S-1000, K-2000v2 his Bafa Sh 
CALL FOR YOUR FREE CATALOG! P.O. BOX 217 


310699-0095 WHITTIER. CA 90608 


NETWARE. Songs $1.00, patches $0.10 and 


much more. Most sequencers and synths. Send 
$5.00 (refundable) for disk (IBM-PC formatted) 
containing catalog and over $50.00 in samples, or 
write for information. Info Broker, Suite 199, 38 
Pearson St., St. John’s, Newfoundland, Canada 
A1A 3R1. 
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SOUNDS & SOFTWARE 


Patchman Music is the patch leader. Here's 
why. K2000: 92 volumes. SY99: 17 volumes. 
SY/TG77: 13 volumes. S-550/330/W-30: 76 
volumes; Wind Controlled Soundbanks: 16 
volumes. CZ: 4 volumes. DX7: 3 volumes. 
ESQ-1/ESQm/SQ-80: 5 volumes. Poly-800: 2 
volumes. DX100/27/21: 2 volumes. TX802: 2 
volumes. TX81Z: 3 volumes ...& more! For 
your free catalog, contact Patchman Music, 
2043 Mars Ave., Lakewood, OH 44107. (216) 
221-8887. Pro Patches™ since 1985. 


100 01/W programs: Spark new ideas! Disk 
(01/W formatted) 3.5”, only $25.00. Ken Carpen- 
ter, 674 Prospect Rd., Bldg. 2, Apt. 207, Berea, 
OH 44017. (216) 243-8769. 


COUNTRY SEQUENCES. We do country best, 
‘cuz country’s all we do. C.J. MIDI PRODUC- 
TIONS, 24 Hinkleyville Rd., Spencerport, NY 
14559. (716) 352-5493. 


AUDeat! The MIDI File Processor 


= @ Auto-process multiple files 
- MRemap drums, programs, tracks “gums 
m@ Convert between multi & single es 


track formats AND MUCH MORE! 
Only $19 195 " oua Fearne jens utility for IBM- cow 


tible c 
cd & HANOLING (408) | rte 2654 


fax (408) 662-3134 
Ma NETIC Music P.O. Box 1899, Aptos, CA som AL 


KID NEPRO 


ID NEPRO IS THE PATCH KING! 


Since ‘84, more quality sounds, for more instruments 
‘than anyone in the entire universe! 


KORGe OBERHEIMe 

01W SERIES O3WR ALL MATRIX-6 6R 1000- 
WAVESTATIONS T-SERIES XPANDER OB8 DPXt1 
Mi M1R M1REX M3R SEQUENTIALe 
DS8 707 EX-DW 


mA EPS16+ ASR10 
y ESQ1 SD1 

. VFX-SD 

EMUe 

EMAX EMAX-2 

ENTIRE PROTEUS 


JUPITER-6 JUPITER-8 
YAMAHAe SERIES SP1200 

ALL SY, TG, DX/TX AKAle 

PLUS V50 AND FBO1 S900 S950 $1000 $1100 
CASIO» $2800 S3000 $3200 S01 
ALL CZ &VZ SERIES KURZWEILs 

FZ1 FZ10M FZ20M K2000 


a -50 Disc trary or AKAI MPC 60 


AVAILABLE FORMATS: 


ROMS *RAMS»CASSETTESsDATA SHEETS» 
ALESIS DATA-DISKe MAC*ATARI*IBM. AUTHORIZED 
DEALER FOR MOST COMPANIES. WE SELL HARDWARE 
TOO. SEND $2 FOR CATALOG (SPECIFY INSTRUMENTS) 
eee AND THE LATEST SOUND LISTINGS eeee 


KID NEPRO PRODUCTIONS « PO BOX 360101 
(DEPT K) BROOKLYN, NY 11236 * 718-642-7802 
¢ 212-629-3708 ° FAX: 212-947-0027 « 


eee AMEX * DISCOVER * VISA + MC cee 
The PATCH KING has it all! 
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SOUNDS & SOFTWARE 


CEs 


Finest Sequences & Documentation Available. 
Most Computer & Dedicated Sequencer Formats 
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Top 10 Country Hits & 

Top 10 Pop Hits Always in Stock 
Orders: 1-803-293-3767 
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29575 


MPLOYMENT OPPORTUNITIES 


Musicians National Referral. Professional 
bands and musicians seeking each other. (800) 


366-4447. 


Support Your Gic Hasit 
by making maximum dollars in minimum hours in 
the music seminar industry. No need to give up 
your present gigs. If you love to teach and perform 
this may be the business opportunity you've been 
seeking. For recorded message and free audio 


tape call 800-289-1269 (or 916-872-7684). 


“Detwelvulate,” 


the new CD by the late master 
microtonalist, is available for $15.00 including 
postage at: Ivor Darreg Memorial Fund, PO Box 
371443, San Diego, CA 92137-1443. Features 
works in 20 microtonal scales from 9 to 53. 


Robert A. Wolf - “Sanctuary” Progressive In- 
strumental CD. $10.00 postage paid. Wolfy Music, 
PO Box 163, Mt. Carmel, IL 62863. 


SONGWRITER PRODUCTS, IDEAS, NECESSI- 
TIES! Contracts, copyrights, books, critiques, 
record company/publishing/radio directories, bio 
kits, photos, cassettes, labels, MIDI, studio sup- 
plies, duplication. Free catalog! Songwriter Prod- 
ucts, 345 Sprucewood Rd., #K, Lake Mary, FL 
32746-5917. VISA/MC/Check. (800) 487-SPIN. 


Music Opportunity/Record Contract. We will 
present your demo tape to major record execu- 
tives. Service free if not accepted. 25 years expe- 
rience in industry. For details, SASE to: Milestone 
Media, Dept. K, Box 869, Venice, CA 90291. 
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onight | am finally the same age that 
: my father was when I was born — the 
father of my body, anyway; our two 
spirits were cast in similar shape but from 
different metals. Tonight, also, there is a little 
boy asleep on the couch behind me, here 
in this upstairs room with the desert-facing 
window. He sleeps like a cat, the curve of 
his back enough to make you believe in 
spines of gutta percha, not bone. He is eight 
years old and he isn’t mine, not in body nor 
shape of spirit. But in metal? In that indefinable 
underlying substance we cannot 
touch yet always feel, noticing that 
this person seems hard and that one 
soft, this one flexible and that one 
brittle beyond relief... well, that 
is quite another matter. Where met- 
al is concerned, this sleeping puzzle 
and | share common ground. 

It seems the right time to talk 
about fathers. 

I'd like to introduce you to 
mine. His name is Stanford Lamar 
Cochran. He was born in Okla- 
homa in 1914, the only child of 
a brief, troubled marriage between 
his 18-year-old mostly-German 
mother, Nell, and his 30-ish mostly- 
Irish father, whose name may or may not have 
been Newton; here the record and Nell’s 
memory disagree. The “troubled” part of their 
union came from the fact that the marriage 
seems to have been arranged, at least in part, 
against Nell’s will. By report she didn’t like 
her new husband much and found the phys- 
ical side of their relationship an obligation, 
not a joy. The “brief” part comes courtesy 
the influenza epidemic of 1918, which emp- 
tied the world of some twenty million souls 
before it ran its course, my father’s father 
among them. | have seen just one picture 
of this tall, slender man, who while he lived 
was a Carpenter, and it seems prophetic, be- 
cause in it his face is not visible. Just his body. 
This is exactly what he gave my father: form 
and absence. 

Nell never remarried. She apparently nev- 
er even dated, or showed any interest in 
same. Instead my father became her life, and 
she lavished enough attention on him to 
drown a much stronger spirit. (Right up and 
into his pubescence she would do things like 
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dress him in her clothes and parade him be- 
fore her friends to show how “pretty” he was. 
He never really had a chance.) When he fi- 
nally did rebel in his teen years, it was more 
show than substance. He got in trouble a 
lot, dropped out of high school, did the pool- 
hall-and-booze-and-cigarettes thing that went 
with being a slacker in the Depression-era 
1930s, took on odd jobs, and hit the road, 
eventually becoming a traveling salesman 
dealing in parts for the oil drilling trade. This 
was not a period of great stability for him 


or the country, and while he survived, he did 
not prosper. Too much anger. Too much knee- 
jerk lashing out at authority. An insecure man 
with lots of gung-ho backslap but few real 
friends or connections. The kind of guy you 
enjoyed as he approached you and as he left, 
and that you put up with in between. When 
WW2 hit he enlisted, like everybody else, 
and wound up another skinny potato-peeling 
private in the Army. 

This was a potential turning point for him, 
an opportunity to move his life onto a dif- 
ferent track. The war was flipping everything 
upside down, stirring the social soup, erasing 
seemingly eternal walls overnight. The Army 
was all Present Tense. They didn’t care who 
you had been, or what you had done, so long 
as you could do the right job now. That kind 
of furnace melts away a lot of garbage. It 
helps people discover who they really are, 
assuming they actually want to know. And 
a bit of it did touch my father. On a whim 
—a dare? another “/’// show you” shout? — 
he took a test for Officer's Candidate School. 


It’s a Plan, Stan 


Academically disinterested he may have 
been, but stupid he was not. He nailed the 
test and left potato-peeling behind, buying 
himself a ticket off the ground and into the 
sky as a lieutenant with the newly-formed 
Army Air Corps. They made him a bom- 
bardier and eventually shipped him to Eng- 
land, but by then it was late in the war and 
he never saw any action. 

To this day | wonder if that would have 
made a difference. He had been heated in 
the fire, and hammered into a new shape, 
but never tested, never brought into 
play. Muscles atrophy if not exercised. 
So does strength of spirit. Perhaps the 
rest of his personality continued to 
get in the way — he was always too 
nettlesome, too unwilling to take or- 
ders to make a really good soldier 
— and it denied him the opportuni- 
ties he later said he wanted. Perhaps 
he was afraid, and avoided those op- 
portunities, and now can admit nei- 
ther. | don’t know. Probably never 
will. He’s not telling. 

But | do know that in some ways, 
acing that test was the high point of 
his life. 

After the Army Air Force he went 
back to the salesman’s trade, this time in 
cement. It is cheap irony to point out that 
with this decision he became, quite literally, 
stuck. He got married to Doris Maxine Mc- 
Graw of Salem, Illinois, former best friend 
of the fiancée who had “Dear Johned” him 
during the war. He had a son. Then another. 
Then yet another. He bought the entire pack- 
age of 1950s prosperity, as did so many oth- 
er children of the Depression and WW2, 
and so what if he couldn’t really afford it? 
So what if it took all the wit and creativity 
he had left to fudge each month’s clients, 
and orders, and expense accounts in such 
a way that he could Look Just Like Every- 
body Else in a socio-economic group he 
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Connor Freff Cochran is happily busy with a new part- 
nership and new projects, including forays into that 
strange place called Hollywood. If you are interested 
in more of his explorations into creativity and life, just 
write c/o Crossing Point, 47 Lafayette Circle, Suite 180, 
Lafayette, CA 94549, and ask for a free copy of Connor's 

Creation newsletter. ; 
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“Works tation” is too 
_ small a word for it. 


ESE “DAYS, EVERYONE likes to call their electronic oe 
aa Y instrument a “workstation.” Truth is, most of 
Biss are only scratchpads. 

3 Today's Kurzweil K2000 Series combines multi- -plat- 

ch fori synthesis and sampling for complete sound design; 

— then adds a powerful 32-track sequencer, Advanced File 

- Management System, SCSI, and up to 24 MB of on-board — 
ROM sounds: In fact, the K2000S is the only sampler 

Ze which offers ROM sounds on-board. Those who demand — 

- more can install up to 64 MB of sample RAM, an internal 

ii hard drive and digital 1/0. Now that’s a true workstation! 

~~. Kurzweil’s innovations in sound processing (V.A.S.T. 8), 

az connectivicg and upgradability have earned the K2000 

- many awards around the world; including the prestigious — 

ge dee Award. But we didn’t stop there. Today’s K2000 has 

two new, groundbreaking upgrades: Version. 5 Software. 
4 and ‘Contemporary ROM. i : 

“225, Mevsion 3 Software introduces AEMS (Advaniced File 

Z “Management System) which allows you to load and save |. 
Ls selected objects and. create powerful file- -management 

~ macros. Thete are also helpful backup and copy utilities, 
~ and more. Version 3 Software’s 32-track sequencer per- 

-’ forms functions usually found only in advanced computer- ~ 
~ software sequencers, like automated mixdown, input epee 

“tization, and triggering sequences from the keyboard. ° 

~~ The new Contemporary ROM SoundBlock adds 8 | 

: _MB of dynamic contemporary sounds to the K2000’s per-. ” 
“- Ianent memory — from Distorted Lead Guitar and Analog ~~ 
~. Synths to Tabla and Hip-Hop/Rock Drums. Combine it with — 

‘the Orchestral ROM SoundBlock and internal ROM — 
~ banks for a stunning 24 MB, available at the touch of a 
-- button, with no disks to load, Thousands more additional 
~ samples are available on disk and CD ROM ~and because 
- the 2000 Series also reads current ‘sampler formats. from 

_ Roland®, Akai® and Ensoniq®, the K2000 gives you access” : 
Ls - to, the world’s largest sound library. 
-Today’s K2000.  ~ , 

- It's what the word “workstation” really means. 


le a_ ff fat gs ____ 


Kurzweil is xy product line of Young Chang America, Inc. : 


- 18336 Alondra Bivd., Cerritos, CA 90708 Tel: 310/926-3200 Fax: 310/404-0748 E-rriail: kurzwell@aol.com 


Presenting the MU80, a small box that intro- 
duces some big innovations. Including one 
of the largest collections of digital voices ever 
gathered in a half rack space. The most 
advanced signal processing ever found in an 
$895 tone generator. And something alto- 
gether new to tone generators...your voice. 

Before we get to that though, you'll want 
to know about its specs. The MU80 boasts 
true 64 note polyphony. No gimmicks. True 
64 note polyphony. 

The MU80 also 
lets you play 32 
instruments simulta- 
neously. (It accepts 
two MIDI inputs.) 
And you have lots to 
choose from. The MU80 includes 729 voices 
and 21 drum kits, including 128 General 
MIDI voices. 


The Most Important 
Voice of All—Yours 


The MU80 uses superior quality Yamaha 
AWN? voices. But the most important voice 
in this tone generator is yours. The MU80 
features an analog input right on the front 
panel. It accepts two mics, two line level 
sources (or a mixture of both) or one stereo 
source. So you can plug your vocal and 
acoustic guitar—for instance—right into the 
MU80 and control them as easily and com- 
pletely as if they were MIDI voices. 

You could never do this with a tone gen- 
erator before. 

Now that you've got your vocals and 


o* 


MU80, a microphone, an acoustic instrument 
and a sequencer. All in one you have your 
effects processor, mixer, EQ and backup 
band. 

Or, if you record, you will have already 
realized that you can mix 34 tracks including 
vocals, guitar and MIDI right down to 
stereo. Or even mono. 

If you compose with a computer 
sequencer, you will appreciate the MU80's 
built-in dual MIDI interface. So you can plug 


your acoustic instrument sounds in the 
machine, you can shape and control them 
with the most powerful combination of signal 
processing available in a tone generator. The 
MU80 has a total of four simultaneous digital 
effects processors that you can apply to your 
choice of tracks—including your vocals and 
acoustic instrument—and to the overall mix. 
You do this using the MU80°s sophisticated 
yet simple 34-channel mixer. Effects such 

as reverb, chorus, flange 


and pitch change _it right into your computer without an exter- 
will help you nal MIDI box or an internal board. 
create an So, in a nutshell, the MU80 is about 
incomparable —_ bringing you all the power and versatility you 
composition. need to create original music. With your own 


You can also tailor the vision. And your own voice. 


sound with the MU80°s 5-band digital EQ. 
Use the pre-programmed Jazz, Pop, Rock 
and Classic EQ templates to get yourself 
started. Or, build up your own custom set- 
tings from scratch. 

In performance mode, the 
MU80 allows you to layer up to 
four voices (in addition to your 
own) with effects. And, consider- 
ing that many internal voices are 
already two-elements deep, you 
can have up to eight layers simul- 
taneously. 


Portable General MIDI 


When you're on the road, or when 
you re working on multi-media projects, you 
may also want to use the MU80°s mighty lit- 
tle cousin, the Yamaha MUS. 
At just $299 suggested retail, 
this 28-note polyphony, 16 
part multitimbral product is 
the most affordable battery 

powered GM tone gener- 
ator in the world. With its 
own MIDI interface, this 
portable unit can plug it directly into a com- 
puter or keyboard to give you the most out 
of General MIDI for a minimum price. 


YAMAHA 


Performing & Recording 


Now you've got a powerful tone genera- 
tor. What are you going to do with it? 

If you perform solo, all you need to 
achieve professional-quality sound is the 


To locate the Yamaha MU80 dealer nearest you or to receive product literature, call (800) 932-0001 Ext. 730. 
© 1995 Yamaha Corporation of America, Digital Musical Instrument Dept., P.O. Box 6600, Buena Park, CA 90622 


